Western Kentucky University

TopSCHOLAR®
Masters Theses & Specialist Projects

Graduate School

8-1982

Stephen Crane & Ernest Hemingway: A Study in
Affinities
Clara Metzmeier
Western Kentucky University

Follow this and additional works at: https://digitalcommons.wku.edu/theses
Part of the Literature in English, North America Commons
Recommended Citation
Metzmeier, Clara, "Stephen Crane & Ernest Hemingway: A Study in Affinities" (1982). Masters Theses & Specialist Projects. Paper 2617.
https://digitalcommons.wku.edu/theses/2617

This Thesis is brought to you for free and open access by TopSCHOLAR®. It has been accepted for inclusion in Masters Theses & Specialist Projects by
an authorized administrator of TopSCHOLAR®. For more information, please contact topscholar@wku.edu.

Stephen Crane and Ernest Hemingway:
A Study in Affinities

A Thesis
Presented to
the Faculty of the Department of English
Western Kentucky University
Bowling Green, Kentucky

In Partial Fulfillment
of the Requirements for the Degree
Master of Arts

by
Clara Lancaster Metzmeier
August 1982

AUTHORIZATION FOR USE OF THESIS

Permission is hereby
granted to the Western Kentucky University Library to
make, or allow to be made photocopies, microfilm or other
copies of this thesis for appropriate research or scholarly
purpo se s.

reserved to the author for the making of any copies of this
thesis except for brief sections for research or scholarly
purposes.

Signed

Date

'

/, /9,52Z,

Please place an "X" in the appropriate box.
ol
This form will be filed with the original of the thesis and will contr
future use of the thesis.

STEPHEN CRANE AND ERNEST HEMINGWAY:
A STUDY IN AFFINITIES

Recommended

;

Director of Thesis

Ivo-4e

i‘tii(AA17/,‘

i41 /9f2_

Approved

(Date

ean of the Grad

College

STEPHEN CRANE AND ERNEST HEMINGWAY: A STUDY IN AFFINITIES
Clara L. Metzmeier

122 pages

May 1982

Directed by: Nancy Davis, Margaret Bruner, Robert Ward
Department of English

Western Kentucky University

The affinities which appear in the life styles and
writing styles of Stephen Crane and Ernest Hemingway
manifest themselves in their works.

Both writers were

raised in religious homes, rebelled against their religious backgrounds, began newspaper careers as teenagers,
traveled and reported war for their respective newspapers, believed that life was filled with violence,
confirmed that belief through their experiences and
observations, and developed corresponding literary
credos.

Both Crane and Hemingway believed the writer

should experience and observe what he wrote and should
present the story in a simple, direct, and truthful
manner.

Both men used short sentences, irony, dialogue,

dialect, repetition, and vivid, impressionistic description to voice truth in a realistic way.

Violence, which

serves as man's initiation and test in life, is the
common and dominant theme in Crane's and Hemingway's
work, and the two writers developed a parallel and
special kind of hero who reacted to this violence with
courage or controlled panic and who sometimes was able
to find an inner peace.

The Crane hero and the

Hemingway hero are often embodiments of their creators
in spirit and action.

Both writers' characters

frequently appear in naturalistic situations to which
they react existentially.

Through examination and

evaluation of specific works of Crane and Hemingway
along with the examination of their life styles and
writing styles, the affinities become apparent.
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Introduction

In a comparison of the works of Stephen Crane and
Ernest Hemingway numerous similarities emerge.

Both

writers treat the theme of violence in the world; and,
in both, the reaction of their characters to that
violence leads to the creation of special and similar
kinds of characters in their fiction.

In addition,

critics have noted a common writing style as well as
similar views of reality in the works of Crane and
Hemingway--suggesting that a definite relationship
exists between the two writers.

The purpose of this

paper is to explore in depth the affinities between
Crane and Hemingway in the matters of personal experience, character type, style, and philosophy.
Ralph Ellison, in Shadow and Act, believes that
Crane has a unique vision of and a talent for projecting
the human condition.

Crane's style, according to

1
Ellison, precedes and leads to Hemingway.

Philip

Young, like Ellison, sees similarities between the two
writers in both their choice of subject matter and in
their writing styles.

Young points out that Hemingway

refers to Stephen Crane as a "steppingstone" between
himself and Mark Twain,2 whose Huckleberry Finn
Hemingway called the beginning of "all modern American

6

writing."3

Young feels that Hemingway related intimately

to Crane's writing, in which he found an "honesty of
vision," a "new originality in language," and "tight
design."

Furthermore, he writes, "Crane's whole dark

view of existence, of man damaged and alone in a hostile,
violent world, of life as one long war which we seek out
and challenge in fear and controlled panic--it is all
4
an amazing forecast of Hemingway."
In Crane's work the hero confronts the violence of
The

the world in nature, society, poverty, and self.

Crane hero shows bravery--or controls his panic--and
establishes his identity in a way that anticipates the
Hemingway hero.

In Hemingway's work, as in Crane's,

the hero faces violence and acts with bravery.

The

courage exercised in facing physical violence leads to
spiritual courage, and physical and spiritual courage
together give life meaning and sustenance and create the
identity of the individual.

In establishing his identity,

man finds the ability to live and to die courageously-or he dies physically or mentally, without courage.
The Hemingway hero characteristically demonstrates
discipline and courage in the face of adversity.

As

Crane's hero often embodies Crane, so Hemingway's hero
usually embodies Hemingway, and as Crane's and Hemingway's
heroes and characters live courageously or cowardly, they
become very human.

To give the reader a truthful presentation of life
as observed and experienced was the basic creed of
Crane and Hemingway.

In their attempts to depict a

fictional world that reflected the real world, both
authors made use of short sentence structure, irony
and understatement, repetition, and extensive dialogue.
Sheldon Norman Grebstein, in Hemingway's Craft, notes
that Crane and Hemingway have an affinity in their use
5
of irony, and he further associates the writers by
6
suggesting that Crane influenced Hemingway's dialogue.
Crane's use of imagery and, to a lesser extent,
Hemingway's use of imagery lead the reader to visual
experiences that are often impressionistic.

A truthful

presentation of life is achieved by both men in their
combination of style, of imagery, and of elements of the
literary philosophies of realism, naturalism, and
existentialism which they held in common.
Stephen Crane was one of the early psychological
writers.

In American Literature, The Makers and the

Making, Cleanth Brooks, R. W. B. Lewis, and Robert Penn
Warren, make the following statement:
For all his taste for action and color in
the objective world, Crane is one of the
writers who have turned the focus of action
inward. He created for the first time in
English, since Hawthorne . . . in its modern
form, the stogy of psychological depth and
poetic force.'

8

Hemingway's stories are likewise filled with action
but that action centers around the hero who is searching
for the inner mental strength to meet life.

Brooks,

Lewis, and Warren state:
The issue for the Hemingway character is
always to make terms with the two threats,
the outer and the inner. The story itself
has two characteristic forms: that of the
initiation, in which the youth discovers the
nature of the world . . . and that of the
test, in which the man who thinks he know§
the secret is set in a crucial situation.°
Knowledge that comes from initiation and experience
that comes from testing combine to develop a character
psychologically.

Both Crane's and Hemingway's heroes

fight the inner and outer threats of initiation and test
to become mature beings.
The suggestion that Stephen Crane was a forerunner
of Ernest Hemingway has been made by several critics.
Ellison, Young, and Stallman especially have alluded
to comparable life styles and to similarities of specific
works.

A detailed comparison of the lives, the writing

styles, and selected works of Crane and Hemingway--"The
Blue Hotel" with "The Killers," "An Episode of War" with
"A Clean, Well-Lighted Place," The Red Badge of Courage
with "The Short Happy Life of Francis Macomber," "The
Open Boat" with The Old Man and the Sea--will provide
concrete evidence to explore and evaluate the affinities
that have been suggested by the critics.

Chapter I
The Affinity in Crane's and Hemingway's Lives

Philip Young has observed, "The parallels which
exist between Hemingway and Crane as human beings are
so numerous and exact that they will go a long way
1
toward explaining why the men so resemble each other."
Young points out that both men rebelled against
religious backgrounds, worked as newspaper correspondents,
traveled widely, and observed wars.

In the violence of

war each man found his "metaphor for life."
war, violence, and courage.

Each sought

Young notes that the men

"worried at great length the problems of the relation of
fear to bravery."

Hemingway acknowledged, according to

2
Young, that Crane was his progenitor.

Leo Gurko, in

Ernest Hemingway and the Pursuit of Heroism, also observes
Hemingway acknowledged Crane's influence upon his own
work.

3

Gurko says that Hemingway's admiration for Crane

was natural enough.
'

Perhaps Hemingway felt an affinity

with Crane because he recognized in Crane the discipline
and courage that he admired and practiced himself.

Both

men wished to find the real thin, to find truth, and
to write about it.

In their search for truth, both men

in their own unconforming way shocked their publishers
(both men were asked to remove obscenities from their

10

work) and the reading public.
Stephen Crane was born November 1, 1871, to
Jonathan Townley Crane, a Methodist minister, and to
5
Mary Helen Peck, the daughter of a Methodist minister.
Mrs. Crane was an educated woman who was very active in
the Woman's Christian Temperance Union.

Stephen, the

youngest of fourteen children, was born into a family
that dated back to the founding of New Jersey.

In fact,

according to Thomas Beer, in Stephen Crane, A Study in
American Letters, he was named for an ancestor who had
signed the Declaration of Independence.

Beer writes that

Stephen was "good and quiet and frail.-

Upon one

occasion the Reverend Crane halted a sermon "with a blunt
statement that Stephen was ill and needed him."

There

apparently was a special communication between father
and son.

Upon the sudden death of Jonathan Crane in

1880, Stephen was terrified and filled with "horror of
Christian death."6

According to R. W. Stallman, in

Stephen Crane, A Biography, Crane remarked twenty years
after his father's death:

We tell kids that heaven is just across the
gaping grave and all that bosh and we scare
them to glue with flowers and white sheets
We ought to be crucified for it:
and hymns.
I have forgotten nothing about this, not a
damned iota, not a shred. f

Crane was later to rebel against his father's teachings

11

and his Methodist upbringing by carousing, smoking,
loving women, and writing novels.
Ernest Hemingway was born on July 21, 1899, to
Dr. Clarence Edmonds and Grace Hall Hemingway.

Ernest,

the second of six children, grew up in Oak Park, Illinois
where his father practiced medicine and his mother gave
piano lessons.

According to Carlos Baker, in Ernest

Hemingway, A Life Story, Ernest was a healthy child,
robust of body and voice, who learned very young to love
8
and appreciate nature.

Oak Park, as described by

Scott Donaldson in By Force of Will, The Life and Art of
Ernest Hemingway, was an "eminently respectable Chicago
9
suburb . . . where saloons stopped and churches began."
Baker states that Dr. Hemingway would not permit idleness,
and he forbade recreational activity on Sunday.

A

strong Christian faith was apparent in the family
activities and helped to hold the family together during
10
which were usually caused
frequent family quarrels,
by financial pressures.

Hemingway and his father hunted

and fished together and established a special kind of
comradeship.

Like Crane, Hemingway was moved by the

sudden death of his father, who committed suicide.
Suicide was not a hero's death and Hemingway was troubled
that Dr. Hemingway, because of bad health and financial
difficulties, chose to die rather than live heroically.
Baker reports that Hemingway asked for the revolver his

12

father used to commit suicide.

It had belonged to a

Hemingway ancestor, Anson Hemingway, and Ernest wanted
it for an historical keepsake.

Mrs. Hemingway sent it

to Hemingway just before he left for Europe in 1929.

11

Baker beleves that because Hemingway was a "kind of
genius," he was certain to rebel against his Christian
heritage and the religious standards his parents held
dear.

12

Like Crane, Hemingway took pleasure in carousing

and loving women.
Neither Crane nor Hemingway received a college
diploma.

In fact, neither of the men really liked

formal schooling but preferred the world as a classroom.
Crane received his early education at home, and in 1880
he entered Claverack College, a military school, where
he was a member of the baseball team.

Crane liked the

regimentation of military life and apparently was happy
there.

Crane may have learned something from the m 1-

itary life at Claverack, but he learned little from the
school's academic life.

John Berryman, in Stephen

Crane, quotes Crane on his stay at Claverack: "I never
learned anything there.-

Berryman believes this to be

a valid statement because when Crane entered Lafayette
13
After flunking
College, he entered as a freshman.
out o/ Lafayette College, Crane entered and flunked out
of Syracuse University.

During the time he was enrolled

at Syracuse University. Crane spent much time observing

13

the life of the slums and wrote the first draft of
Syracuse was the last school Crane attended,

Maggie.

after which tIme he began his career as a newspaper
correspondent.
As already stated, Hemingway was not fond of school
and as noted by Baker, he spent much of his time in
elementary school "dreaming of the summer that lay
ahead."

In high school Ernest played a little football

and took up boxing.15

After high school Hemingway,

aged eighteen, began his newspaper career at the Kansas
City Star.
Stephen Crane at age sixteen began his journalistic
career by helping his brother Townly, who ran a news
agency in Asbury Park, New Jersey.

While at Syracuse

University he did some reporting for the New York
Tribune.

After flunking out of Syracuse at age nineteen,

he returned to Asbury Park to do some reporting, but
16
later that year he went to New York.

During Crane's

second reporting period at Asbury Park, he met Hamlin
Garland.

According to Stallman, this friendship was

probably one of the most important events in Crane's
life.

Garland presented a Chatauqua-type lecture about

William Dean Howells and his theory of veritism which
Crane reported "so exceedingly well in the Tribune" that
Garland arranged a meeting.

Garland later introduced

Crane to S. S. McClure, lent Crane money, and exchanged

14

correspondence with Crane.

According to Stallman,

Willis Fletcher Johnson, editor of the Tribune,
admired Crane's "New Jersey coast news reporting," and
when shown the first draft of Maggie, he felt "it crude,
but powerful and impressive in its mastery of the speech
and manners of Bowery characters."

Johnson felt that

one of the faults of Maggie was "exuberance and
extravagance of adjectives."

The Tribune was later to

publish some of the Sullivan County tales.

17

By 1892 Crane was a full fledged reporter and the
Tribune had printed the first of the New York City
sketches.

During the years of 1892-1894, Crane sold

some stories to Cosmopolitan; he had Maggie published
privately; he began The Red Badge of Courage, which was
published by a syndicated press; and he sold some New
18
York sketches to magazines and publishing syndicates.
Berryman notes that in 1895 Irving Bacheller, whose
syndicate had published The Red Badge of Courage,
employed Crane to go to Mexico to write sketches.

Before

going into Mexico, Crane stopped in New Orleans,
Galveston, and Lincoln, Nebraska.

Berryman believes

this journey may have been the happiest time Crane was
to know.

19

While in Lincoln, Crane witnessed a barroom

fight, which may have been the "seeds" for "The Blue
Hotel," and he met Willa Cather, who was working at the
Nebraska State Journal.

"I sent Crane to Mexico for new

15

color," Irving Bacheller declared.

-He wrote for me a

20
number of vivid sketches of the life he saw there."
After the western journey. Crane returned to Hartwood, his brother Edmund's home, and to New York.

Late

in 1896 Crane traveled to Florida to report military
expeditions into Cuba.

According to Stallman, an

issue of the Syracuse University Herald carried this
notice: "Mr. Stephen Crane, ex-'94, left New York on
Friday, November 13, to report the Cuban War news for the
21
New York Journal."

On this trip he met Cora Taylor and

gathered, quite by accident, material for "The Open Boat."
The boat Commodore, in which Crane had passage to Cuba,
sank into the sea.

Crane and four other men were adrift

in a life boat forty-eight hours before being rescued.
This experience was to be the basis for "The Open Boat."
In 1897 Crane traveled to Greece to cover the GrecoTurkish War, which lasted only thirty days.

Stallman

states that Crane wanted to cover the Greco-Turkish War
to see if The Red Badge of Courage was accurate; he
22
found that war was as his mind's eye imagined it.
Crane wrote of the Greco-Turkish War in his novel Active
Service.

After the war, Crane and Cora Taylor, who had

followed him to Greece, settled in England.
Crane was anxious for another adventure.

By 1898

This time he

covered the Spanish American War in Cuba for the New York
World.

This was the last reporting Crane was to do.

When

16

Crane returned to England, he was a very sick man, having
contracted tuberculosis.
Crane was not a good newspaperman.

He was not

attuned to meeting deadlines, and rather than reporting
facts, he reported his personal impressions.

Crane
The

behaved as the artist rather than the journalist.
following paraphrase of an incident told by Ernest

McCready, a fellow reporter during the Spanish-American
War, illustrates this statement.

According to Stallman,

McCready had returned to Cuba, had searched for Crane in
the war zone, and had found him sitting upon a rock
watching the battle.

McCready tried to persuade Crane to

leave with him, but the effort was in vain.

Crane had

gone into battle side by side with the Marines, and he
wanted to see the end of the battle.

McCready reminded

Crane that he, McCready, had the only means of getting
to a cable station and that the right newspaper tactic
was to report the story as quickly as possible.

Crane

was not concerned with the deadlines, and he felt that
whatever he wrote would be news because he wrote it.
Crane felt that his first duty was to gather impressions
and to write them as the spirit moved.

McCready says of

Crane:
He was an artist from crown to heel,
temperamental, undisciplined in the narrow
sense of the word, careless of any interest

17

that did not match with his own private
ones, contemptuous of mere news getting
or news reporting, thinking of his World
connections as a convenient aid rather than
as one imposing sharp and instant responsibility upon him."

Ernest Hemingway, who, like Crane, was more a
writer than a newspaper reporter, began his career as a
journalist on the Kansas City Star.

Hemingway had

written some poems and stories during high school, but
according to Baker, he "still had to learn about accuracy
immediacy and economy of utterance.

He counted on the

Star to polish his prose and on Kansas City to educate
24
him on the seamier sides of human experience."

The

Star helped Hemingway's writing and gave him the
experience of life he felt he needed.

According to

Charles A. Fenton, in The Apprenticeship of Ernest
Hemingway, The Early Years, the Star advised reporters to
use vigorous English, to be positive and to avoid the use
of adjectives and slang.

25

Fenton adds that the atmosphere

at the Star was different from many papers because the
employees would put the paper "to press" and then share
dreams of future writings.

Fenton states:

A young man who worked on the Star learned to
write declarative sentences, and to avoid
hackneyed adjectives, and to tell an interesting narrative; and because of the literary
department, he learned to do these things
in a school which was interested in a more
complex aspect of writing than the mere
coverage of the day's events.26

18

Crane, as stated previously, had begun observing
the seamier side of life while at Syracuse University
and had written Maggie: A Girl of the Streets by the
time he was employed by a city newspaper.

Hemingway

learned about human derelicts and life's violence from
his job with the Star.

His beat covered the police

station, the hospital, and Union Station.

Baker records

Hemingway as saying:

I covered the short-stop run . . . which
included the 15th Street police station.
the Union Station, and General Hospital.
. . . At 15th Street Station you covered
crime, usually small, but you never knew
when you might get something larger. Union
Station was everybody going in and out of
town . . . some shady characters I got to
know, and interviews with celebrities going
through. The General Hospital [was] up a
long hill from Union Station and there
you got accidents and a double check on
crimes of violence.27

Baker states that Hemingway would go out on ambulance
runs and fail to tell the newsroom.

His boss would

become very aggravated by his failure to report in.
Hemingway made friends and contacts on this beat and
was able to learn much about the seamier side of
life.

28
When war began in Europe, Hemingway enlisted

through the Red Cross to become an ambulal.ce driver for
the Italian Army.

After six months employment on the

Kansas City Star, Hemingway left for Europe in pursuit

19

of adventure.

After a few weeks of service as an

ambulance driver, Hemingway was seriously wounded and
spent several months in the hospital.

From this

experience came material for several writings and
characters.

In 1919 Hemingway returned to America and

worked for the Toronto Star Weekly and for the Chicago
In 1921 Hemingway moved to Paris where he met

Tribune.

such well-known authors as Gertrude Steir and Ezra
Pound.

During his 1921-1923 residence in Paris

Hemingway improved his writing style and further developed his artistic creed.

Baker says that Hemingway

was determined to begin afresh with brand-new
standards of truth and simplicity. -All you
have to do is write one true sentence," he
told himself. "Write the truest sentence
that you know." It must be above all a "true
simple declarative sentence" without scrollIt
work or ornamental language of any sort.
must deal with something he knew from personal
experience.29

Hemingway worked slowly to develop his true sentence.
Baker relates that Hemingway's "chief interest centered
in short, impressionistic pieces, where every word must
count both for itself and for its effect on all
30
others.'

During the 1921-1923 period Hemingway was

earning some money by writing about his travels for the
Star.

He also covered the Greco-Turkish War for the

Star.

Hemingway served as a war correspondent in 1936

by covering the Spanish Civil War.

In 1944 he covered

20

World War II for Collier's Magazine.

Robert 0. Stephens,

in demingway's Nonfiction, The Public Voice, states that
Hemingway, like Crane, reported wars for papers but
considered writing fiction his main work. 31

After World

War II Hemingway settled at Finca Vigia, his estate in
Cuba and became an author rather than a correspondent.
The religious background, the influence of newspaper work--even though neither Crane nor Hemingway
submitted easily to the expectations of their editors-and the exposure to war help establish a similarity between the writers.

There are still other parallels in

the lives of Crane and Hemingway.
had affairs with many women.
older and

experienced women.

Both men, for example,

Crane seemed to prefer
Upon two different

occasions Crane tried to help damsels in distress--Dora
Clark, a New York prostitute whom Crane defended in
court at the cost of his good reputation, and Amy Leslie,
a destitute actress who became a greater financial
burden than Crane had intended when he initially
befriended her.

Crane was first infatuated with Harriet

Mattheson and Jennie Pierce.

32

He loved Nellie Crouse

and Mrs. Lily Brandon Munroe, a married woman who
refused to leave her husband.

The Nellie Crouse affair

was short lived, but Crane's relationship with Lily
Munroe continued even after he and Cera lived together.
When Crane returned to the United States in 1898, he saw

21

Lily Munroe and wrote poems titled "Intrigue" about his
feelings for her.

Cora Taylor, a madam, whom he met in

Florida in 1865, followed Crane to Greece and lived with
him in England after the Greco-Turkish War.
posed as husband and wife.

There they

Cora nursed Crane in his

last stages of tuberculosis and saw to the final affairs
of burial.

Crane's love for the underdog and his

constant search for meaning in life are perhaps some
explanation for the many affairs.
Ernest Hemingway was married four times.

His wives

were Hadley Richardson, Pauline Pfeiffer, Martha Gellhorn,
and Mary Walsh.

In each marriage he perhaps was search-

ing for a sense of security, but, according to Brooks,
Lewis, and Warren, Mary Walsh was the only one who
managed to give this to Hemingway.

33

The lives and experiences of Crane and Hemingway
are similar and influence their writings.

Brooks,

Lewis, and Warren state that war for Crane -was the
image for life at the emotional and metaphysical level,'
as well as the social level.

34

They note that the major

threat to man, in Crane's view, is not so much the
enmity as the aloneness that the individual experiences.
Brooks, Lewis, and Warren believe that

the interrelation between Crane's life and
his work was for him instinctive. His
journalism (what he lived and saw) blends
into his fiction (what he created) . . . His

22

career was, in fact, an oscillation between
journalism and fiction. It was also an
oscillation between two obsessive interests
which found expression in both journalism
and fiction. Crane was interested in low
life and he was interested in war, and these
are the forces that continued to give shape
to his career.35

According to Brooks, Lewis, and Warren, demingway's
world was

characteristically violent and often brutal,
the world of war, of crime, of dissipation,
of bullring and prize ring, of big game
hunting and deep sea fishing; it also is a
world of failure, bums, punchdrunk prize
fighters, homosexuals, drunkards, writers who
have betrayed their talent, opera singers at
whom the audience throws things, bull fighters
It is a world of
who have lost their nerve.
is somedespair
the
fear and despair--and
a man
which
in
world
a
metaphysical,
times
nothingness.36
of
world
a
meaning,
find
cannot

The violence and low life treated in Hemingway's fiction
reflect two of his fascinations in his personal
experience that parallel Crane's obsessions.
As previously stated, Hemingway acknowledged Crane
as his progenitor and sought, like Crane, to understand
the relation of men versus war (emotional and physical)
and of fear versus bravery.

Hemingway had a code of

courage that his heroes must follow.

The code for the

Hemingway hero explains not only a part of Hemingway,
but also Ecmingway's attraction to Crane.

John Killinger,

in Hemingway and the Dead Gods, describes the Hemingway

23

hero as one who takes his suffering as it comes.37

The

hero, according to Killinger

passes through the experience of violence
into a world that is invariably simpler
than one trom which he has come . . . [The
heroes] who have seen death at close range
never reenter the old world of complications.
. . . They seek to perpetuate the traumatically induced simplicj.ty by continual
visitations to scenes of violence . . . [and]
[i]f they are lucky, they come through to the
elder years covered with the scars of their
38
wounds . . . but as men who have truly lived.

Brooks, Lewis, and Warren state the qualities of

he

Hemingway hero as follows:

The characteristic Hemingway hero is not a
squealer, weeper, welcher, compromiser, or
coward, and in the face of inevitable defeat
he realizes alat the stance a man may take,
the stoic endurance, the stiff upperlip, may
mean a kind of winning . . . if the hero is
to be defeated, it is to be upon his own
terms . . . he maintains some definition . .
of self, some loyalty to a code. This conception of honor . . . is what distinguishes
the Hemingway hero from men who merely follow
their natural impulses and random desires . .
It is . . . the discipline, the code, that
gives man his full humanity. The discipline
is a way of giving order and meaning to the
confusion of the world.39

This code Hemingway applied to his own life by
seeking violence in war, hunting and fishing, and bullfighting.

Crane's behavior foreshadowed the code of the

Hemingway hero as Crane sought the violence of war and
everyday life in the slums of New York City.

Life's
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violence and the courage to face that violence are common
themes in Crane's and Hemingway's works.

Both writers

interpreted what they saw and knew and felt--in short,
what they experienced in life.

Their parallel life styles

are reflected in the themes of their fiction.

Their

novels and short stories are written in a simple and
direct manner which is true to their respective yet
similar literary creeds.

Chapter II
The Affinity in Crane's and Hemingway's Writings:
Styles, Themes, and Philosophies

All good books are alike in that they are
truer if they had really happened and after
you are finished reading one you will feel
that all that happened to you and afterwards
it all belongs to you; the good and the bad,
the ecstasy, the remorse and sorrow, the
people and how the weather was. If you can
get so you can give that to the people, then
you are a writer.1
--Ernest Hemingway
Crane's and Hemingway's depictions of characters
and their actions give the reader a sense of having been
there, of having observed the action, or of having
participated in the action.

Crane and Hemingway worked

to develop a style that would give the reader a sliceof-life.
Crane's literary credo was similar to the credos of
other American writers associated with the realistic
movement.

R. W. Stallman, in Stephen Crane

An Omnibus,

says that Crane made few comments about art and artist,
but when he did comment, the statement amounted to little
more than a standard of truth and sincerity.

Most of

Crane's writings reflect the principle of truth and
2
"fidelity to the facts of experiences."

According to

James B.Colvert, in "Stephen Crane: Style as Invention,"
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Crane felt that truth in art is based upon observation
and experience.

Colvert states that Crane's creed of

art was identical to the creed of William Dean Howells
and Hamlin Garland.

3

Berryman declares that Howells

- urged a fiction that would deal with plain, working
American life, avoiding anything romantic, bizarre,
heroic."4

Stallman, in Omnibus, notes that Garland and

Crane had similar creeds of veritism and truth.

Crane

believed that character and plot should be realistic and
that the author should experience what his characters
experience.

Stallman tells of Crane's standing in a

blizzard to be able to write "Men in the Storm" and of
Crane's spending the night in a flophouse to write "An
5
Experiment in Misery."

Stallman, in Biography, points

out that Crane was able to inject a double point of
view because he knew how his characters felt; he could
sympathize with them and could recognize the irony in
6
their lives.

"In his quest for immersion in experi-

ences," Stallman observes in Omnibus, "Crane stands at
the head stream of what has been defined as the dominant
American theme and literary trend--exemplified in
Hemingway, Anderson, and Thomas Wolfe, who put the same
premium on personal experience."7
According to Baker, Hemingway also believed that
immersion in experiences helped the author to understand
his characters.

Hemingway felt that an author must
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write from experience or "run the risk of making hollow
,8
men of his characters.

Baker says that Hemingway, in

the introduction to Men at War, stressed

the importance of truthtelling: "A writers
job is to tell the truth. . . . "His
standard of fidelity to the truth must be
so high that his invention" which comes
always and invariably "out of his experience
should produce ar,truer account than anything
factual can be.

In other words, fact, which is interpreted by the writer
from his experience, gives the reader a sense of reality.
Because both Crane and Hemingway believed that from
immersion in experiences comes the writer's representation of fact, which in turn gives the reader a sense of
reality, it is natural that Crane and Hemingway would
feel irked by the discrepancy between romanticism and
realtiy.

Crane and Hemingway felt that facts should be

expressed in a truthful, simple, and direct way.
Crane and Hemingway used their newspaper careers to
improve and refine their writing skills and to sharpen
their powers of observation.
simple and direct.

Their writing styles are

Even though Crane and Hemingway

developed different emphases in their sentence patterns-Crane emphasized verbs and Hemingway nouns--overall
Crane's and Hemingway's short stories and novels present
many similarities.

Crane and Hemingway used irony and

understatement, repetition and dialogue, imagery (which
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is more prominent in Crane), and vignettes to help
present life as observed and experienced.

Crane's and

Hemingway's belief that real life is a series of human
actions against some form of violence was confirmed as
they observed man versus society, man versus man (in war),
and man versus nature.

These observations were reported

for their respective newspapers and became themes for
works of fiction.
An examination of styles, themes, and philosophies
will help in understanding affinities between Crane's
and Hemingway's writings.

Because style is a rather

vague term, a clarification of the word is needed.

C.

Hugh Holman, in A Handbook to Literature, defines style
as "a combination of two elements: the idea to be
10
expressed, and the individuality of the author."
Frank Bergon, in Stephen Crane's Artistry, states:

No American writer of fiction before the
twentieth century forged a closer stylistic
approximation of immediate sensory and
perceptual experience than did Stephen
. He made a point presenting the
Crane. .
emotional qualities of those sensations and
perceptions . . . it seemed that he expected
his prose to go beyond description and to
excite immediate emotional response. . . .
Crane wished his fiction to be a "substitute
for nature" . . . or reality, a fiction that
rendered those components of experience with
enough perspective so that those components
might be measured from a large, indifferent,
and often non-human point of view.11
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In order for his fiction to be a "substitute for nature
. . or reality," Crane apparently became a disciplined
writer.

Stallman, in Biography, tells that "Crane

contrived The Red Badge of Courage, every impression in
it being preconceived and patterned, one image with
another."

Crane planned his metaphors and images and

phrases and revi..ed repeatedly.

12

Like Crane, Hemingway was a disciplined writer.
Richard K. Peterson, in Hemingway, Direct and Oblique,
notes that Hemingway's disciplined hero is parallel to
Hemingway's disciplined sentence structure; that is.
the Hemingway hero practiced self-discipline so that he
could face violence bravely.

Hemingway practiced self-

discipline in writing the simple declarative sentences
that best projected his hero.

Peterson believes that

Hemingway's understatement parallels the -rigid restraint"
man must practice if he is to survive.

Hemingway's

style also shows something of his attitude toward writing
and his reaction against "the effusive emotionalism of
earlier literature, a reaction of both the 1920's and our
time [1969] which might be summed up in the motto 'Don't
13
Peterson suggests
wear your heart on your sleeve.'"
that Hemingway's style might in part show psychological
meaning, but he believes that the understatement, the
short simple rhythms, the succession of coordinate
clauses, the lack of subordination are practiced for the
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purpose of intensity, and as a way of fulfilling the
14
writer's duty, which is to tell the truth.
As noted earlier, Crane and Hemingway saw life
filled with violence.

In order to expose the reader to

this dimension of life, the writers used various writing
techniques, including irony.

Stallman, in Omnibus,

points out that irony is the chief technique of Crane
and that understanding this irony is the key to our
15
understanding the man and his works.

Colvert states

that Crane's irony is most obvious in his "burlesquing"
the "little man" as a hero of "supreme virtue, knowledge,
and courage."

In development of plot and in presentation

of theme, Crane, according to Colvert, ironic- ly shows
man as "utterly vulnerable to the dreadful spectres his
16
fancy projects."

Crane used irony not only to depict

man's weaknesses but also to depict the emergence of the
hero, who must face violence and come to terms with it.
According to Eric Solomon, in "Parody and Realism in
Stephen Crane's Fiction," Crane applied his own techniques
of style and setting to the themes of heroism in battle
and loss of innocehce, and concentrated on character and
17
motivation in developing his fiction.

Solomon ftels

that Crane's archetypal plot shows innocent youth or
apprehensive adult venturing into a world filled with
violence and rage.

The cruel and indifferent world

jeopardizes the youth's or man's life and causes him to
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change.

Solomon feels that Crane's tone in developing

his plots is "humorous, ironic, darkly serious,
18
experiential, self-conscious."
Like Crane, Hemingway employed irony and understatement in many of his prose works.

Brooks, Lewis, and

Warren state that Hemingway's theory of literature is
aimed at an intensity of emotional effect
based on rigorous selection and arrangement
of materials, and the effect . . . aimed at
is . . . sublimation of terror. . . . a sublimation accomplished . . . by tightness
of technical control. Hemingway was an
accomplished ironist, but his irony is the
element in his work operating under most
rigorous limitations so that it may accent,
but not impair, the characteristic emotional
effects.19
Understatement, a form of irony, appears in many of
Crane's and Hemingway's writings to create a more
believable atmosphere by communicating emotional truth.
Life presents obstacles that people must overcome.

The

reader can identify with Crane's and Hemingway's
characters as they react to obstacles or violence
because the reader himself has reacted to life's
obstacles and the writer, through use of understatement,
touches actual life.
As stated, Crane's irony is obvious in his
burlesquing the little man as something he isn't.

In

Crane's "An Experiment in Misery," Willie and the assassin
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had wandered through the Bowery, had spent the night in
a flophouse, and had eaten a roll and had drunk a bowl
of coffee for breakfast.

Out upon the street again, the

couple had witnessed a man stealing food from a store.
Then Crane writes:
As the wanderers trudged slowly along Part(
Row, the assassin began to expand and grow
blithe. "B' Gawd, we've been livin like
20
kings," he said smacking appreciative lips.
Hemingway demonstrates his skill as an ironist in
the short story "A Day's Wait."
ill with influenza.

Schatz, a young boy was

His temperature was 102°F.

child behaved stoically and stared into space.

The
His

father, upon returning from hunting, took Schatz's
temperature and gave him medicine.

The boy felt the

medicine would ao no good because he was soon to die.
nou aren't going to die. What's the
matter with you?"
"Oh, yes, I am. I heard him say a hundred
and two."
"Pc3p1e don't die with a fever of one
hundred and two. That's a silly way to talk."
"I know they do. At school in France the
boys told me you can't live with forty-four
degrees. I've got a hundred and two."21
Schatz had been waiting to die all day.

The father

explained the difference between Fahrenheit and centidie.
grade scales and reassured the boy that he would not
Schatz replied "Oh."
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But his gaze
slowly. The
finally, and
and he cried
that were of

at the foot of the bed relaxed
hold over himself relaxed too,
the next day it was very slack
very easily at little things
no importance. (p. 36)

Understatement expresses a kind of acceptance of
life's tricks.

Poverty, permanent disability, illness,

old age, and death are some of life's tricks that Crane's
and Hemingway's characters must adjust to.

Crane's men

in "An Experiment in Misery" must adjust to poverty and
indifference.

The soldiers in "The Upturned Face" must

adjust to the finality of death when the face of their
dead comrade is covered with dirt.

The final "plop" of

the story expresses the release of tension and grief and
the willingness to move on.
Soon there was nothing to be seen but the
Lean filled the shovel.
chalk-blue face.
"Good God," he cried to the adjutant. "Why
didn't you turn him somehow when you put him
in? This--" Then Lean began to stutter.
The adjutant understood. He was pale to
the lips. "Go on, man," he cried, beseechingly,
almost in a shout.
Lean swung back the shovel. It went forward
in a pendulum curve. When the earth landed it
made a sound--plop.22
Hemingway in The Sun Also Rises shows man's acceptance
of adversity through Jake Barnes, who tires to adjust to
his war wound.

Throughout the book Jake wanders

through Paris and Spain looking for the authentic Jake
Barnes.

He does not really find himself, but he learns
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to accept what life gives.

Jake's last conversation

with Brett shows his acceptance.
"Oh, Jake," Brett said, "we could have
had such a damned good time together."
Ahead was a mounted policeman in khaki
directing traffic. He raised his baton.
The car slowed suddenly pressing Brett
against me.
"Yes," I said. "Isn't it pretty to think
sor,23

Crane's and Hemingway's use of extensive repetition
and dialogue also gives their stories reality.

Grebstein

believes that Hemingway's repetition of key words and
phrases with subtle shifts in emphasis and hints,
syntactical repetition of phrases, clauses of similar
structure in sequence with incremental modifications,
and expansions of rhetorical patterns all lead to a more
24
realistic story.

Philip Young, in Ernest Hemingway,

believes that through dialogue Hemingway's speakers
show mannerisms and responses that bring them closer to
reality

25

In Crane's "The UpturnPd Face" the dialogue and
repetition help to establish the tension in the story.
Pill had been killed in battle; the adjutant, two
privates, and Timothy Lean remained to bury him.

None

of the men wanted to touch the body to remove the effects
or to put him in the quickly dug grave.

The men were

not sure what comprised a funeral service, but they felt
"words" should be said.
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The adjutant said, "I suppose we should-we should say something. Do you know the
service, Tim?"
"They don't read the service until the
grave is filled in," said Lean, pressing his
lips to an academic expression.
"Don't they?" said the adjutant, shocked
that he had made the mistake. "Oh, well,"
he cried suddenly, "let us--let us say
something--while he can hear us."
"All right," said Lean. "Do you know the
service?"
"I can't remember a line of it," said the
adjutant.
Lean was extremely dubious. "I can repeat
two lines, but--"
"Well, do it," said the adjutant. "Go
as far as you can. That's better than nothing.
And the beasts have got our range exactly."
Lean looked at his two men. "Attention,"
he barked. The pri‘ates came to attention
with a click, looking much aggrieved. The
adjutant lowered his helmet to his knee.
Lean, bareheaded, he stood over the grave.
The Rostina sharpshooters fired briskly.
"0 Father, our friend has sunk in the deep
waters of death, but his spirit has leaped
toward Thee as the bubble arises from the lips
of the drowning. Perceive, we beseech, 0
Father, the little flying bubble, and--"
Lean, although husky and ashamed, had
suffered no hesitation up to this point,
but he stopped with a hopeless feeling and
looked at the corpse.
The adjutant moved uneasily. "And from
Thy superb heights--" he began, and then he
too came to an end.
"And from Thy superb heights," said Lean.
The adjutant suddenly remembered a phrase
in the back of the Spitzbergen burial service,
and he exploited it with the triumphant manner
of a man who has recalled everything, and can
go on.
"0 God, have mercy--"
"0 God, have mercy--," said Lean.
"Mercy," repeated the adjutant, in quick
failure.
And then he was moved
"Mercy," said Lean.
for he turned
feeling,
by some violence of
said, "Throw
tigerishly
and
men
upon his two
the dirt in."
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The fire of the Rostina sharpshooters was
accurate and continuous. (pp. 391-392)

The reader feels the tension of war, the grief of the
living men, and their anxiety to leave.

Because the

reader can relate to the emotions felt by the soldiers,
expressed in dialogue that rings true to the diction
and cadence of human speech, the effect of the story is
highly realistic.
In Hemingway's "In Another Country" a tense situation is similarly developed through the use of dialogue
and repetition.

The Italian major and the narrator had

been wounded in war and were receiving therapy.

The

following conversation took place in one of the treatment rooms:

"What will you do when the war is over if
it is over?" he asked me. "Speak
grammatically!"
"I will go to the States."
"Are you married?"
"No, but I hope to be."
"The more of a fool you are,- he said.
He seemed very angry. "A man must not
marry."
"Why,'Signor Maggiore?'"
"Why must not a man marry?"
He cannot marry. He cannot marry," he
said angrily. "If he is to lose everything,
he should not place himself in a position to
lose that. He should not place himself in a
position to lose.
He should find things he
cannot lose."
He spoke very angrily and bitterly, and
looked straight ahead while he talked.26

The Major's young wife had just died.

The sense of loss,
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grief, frustration, and bitterness felt by the major
can also be felt by the reader.

Both the Crane and the

Hemingway passages give to the reader the feeling "that
all that happened to you."

Both writers convey tension

and anguish through simple, clipped dialogue.
Because of their simple, realistic styles, Crane
and Hemingway have been called anti-intellectual.

Harry

Levin, in "Observations on the Style of Ernest Hemingway,"
states that Hemingway has been accused of being antiintellectual because of the way he equates emotion and
bodily sensations.

27

Robert E. Spiller, in The Cycle

of American Literature, observes that fear causes
irrational behavior in man and that Crane uses his
28
When
creative power to depict unreasoning behavior.
action dominates reason, an element of antiintellectualism is present.

Grief, frustration. tension,

and bitterness are emotions that caused Lean and the
major to behave in a brusque manner.
dominate their reason.

These emotions

Anti-intellectualism is noted in

Hemingway's passive heroes who accept stoically rather
than reason intellectually about their position in life.
Because Schatz accepted stoically the idea of death, he
is an example of the passive hero.

Unreasoning ..ction

is demonstrated in Crane's Henry Fleming and in Hemingway's Francis Macomber because both of them ran like
rabbits.

The Swede in Crane's "The Blue Hotel" also
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acted and reacted before thinking.

Because Crane and

Hemingway dealt so often with a state of crisis, the
frequent emphasis on tne elemental rather than the
intellectual in dialogue and action is understandable
and appropriate.
One of the techniques in conveying action that
Crane and Hemingway shared is the extensive use of
verbals.

B9rgon calls attention to the fact that

Crane's sentences may contain
verbal proc?.dures. Though sometimes
awkward, these procedures are still the
ones responsible for Crane's surprising
"pictures" and for his way of upsetting
the concepts of causality inherent in
more conventional prose.29
From The Red Badge of Courage comes the following
passage, which is representative of the use of verbals:
The youth gave a shriek as he confronted
the thing. He was for moments turned to
stone before it. He remained staring into
the liquid-looking eyes. The dead man and the
living man exchanged a long look. Then the
youth cautiously put one hand behind him and
he retreated, step by step, with his face still
toward the thing. He feared that if he turned
his back the body might spring up and steathily
pursue him. . . .
At last he burst the bonds which had fastened him to the spot and fled, unheeding the
underbrush. He was pursued by a sight of
the black ants swarming greedily upon the gray
face and venturing horribly near to the
eyes. 30
Action is reproduced not only by the use of verbs but
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also by the verbals staring, living, leaning, unheeding,
swarming, and venturing.
Hemingway, like Crane, used verbals to give a
feeling of action.

Grebstein points out that Hemingway

used both nouns and verbals frequently.

The verbals

give the impression of action; the nouns in combination
with the definite article the give the impression of
exactness.
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The following passage from "The Short Happy

Life of Francis Macomber" illustrates Hemingway's use of
verbals.

The participles watching, looking, listening,

coughing, and swishing depict action.

Kongoni, the old gun-bearer, in the lead
watching the grass for any movement, his big
gun ready, the second gun-bearer looking
ahead and listening, Macomber close to
Wilson, his rifle cocked, they had just
moved into the grass when Macomber heard the
blood chocked coughing grunt, and saw the
swishing rush in the grass.
The next thing
he knew he was running; running wildly, in
panic in the open, running toward the
stream. 32

Crane and Hemingway believed that observation was
as necessary as experience to produce reality.

In the

presentation of observed reality, Crane and Heminway
used imagery and adjectives to paint scenes or vignettes,
and, according to Bergon, Crane used mr2taphor frequently:

At their most extreme, Crane's scenes seem
not so much observed reality as reality
metamorphosed.
In his fiction, a mournful

40

stream may look at men with white eyes. The
tents may spring into strange plants, and
campfires may become peculiar red blossoms.
This is more than impressionism; it is
transformation.33

In "An Experiment in Misery," Crane has transformed the
flophouse into a graveyard, the men into bodies.
And all through the room could be seen the
tawny hues of naked flesh, limbs thrust into
the darkness, projecting beyond the cots;
upreared knees, arms hanging long and thin
over the cot edges. For the most part they
With the
were statuesque, carven, dead.
curious lockers standing all about like
tombstones, there was a strange effect of a
graveyard where bodies were merely flung.
(P. 37)
Brooks, Lewis, and Warren note that Hemingway
expresses ideas
tangentially, elliptically, metaphorically,
or reduced to some simple root form in image
or drama, with syntax fractured or flowing
. . an idea must emerge in the texture of
experience, as a function of the concrete.34
In The Old Man and the Sea, Hemingway expresses the idea
of brotherhood in the ability to touch and feel.
Although Hemingway does not state that the act of binding
the fish along side the boat and the ability to feel the
heart beat cause the feeling of brotherhood, he implies
the idea.

The fish is not only Santiago's economic

fortune but also Santiago's emotional fortune.
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He started to pull the fish in to have
him alongside so that he could pass a line
through his gills and out his mouth and make
I want
his head fast alongside the bow.
to see him, he thought, and to touch and
to feel him. He is my fortune, he thought.
I
But that is not why I wish to feel him.
When
think I felt his heart, he thought.
I pushed on the harpoon shaft the second time.
Bring him in now and make him fast and get
the noose around his tail and another around
his middle to bind to the skiff.35
In the preceding paragraphs the creeds and writing
styles of Crane and Hemingway have been discussed and
compared.

Crane's and Hemingway's purpose in writing

was to express the truth forcefully as each saw it.

In

judging the fiction in which Crane and Hemingway have
embodied their visions of truth, critics have called the
two writers realists, naturalists, existentialists, and
impressionists.

Since philosophy anC style are so

inextricably combined in the presentation of truth, a
closer examination of realism, naturalism, existentialism, and impressionism in their writing is necessary.
Indeed, realism theoretically suggests not only a
philosophical commitment to depicting the real motives
of real people, but also to employing techniques such
as an emphasis on facts and an adherence to objectivity.
Naturalism, likewise, suggests both a deterministic
philosophy and an amoral stance on the author's part.
Never ones to adhere slavishly to any rules other than
their own, Crane and Hemingway chose what suited their
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purposes from these movements and rejected what did not.
Bergon believes that Crane's fiction and poetry,
which are made up of "spectral scenes, 7estures,
characters, sensations and perceptions," give the
36
reader "realism with a difference."

Russell B. Nye

"Stephen Crane as Social Critic" says that much
"attention has been given to Crane's realistic method,
but little to what kind of problems he presented
realistically--the problems of society.
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The follow-

ing excerpts from "An Experiment in Misery" support the
Bergen and Nye statements:

In Chatham Square there were aimless men
strewn in front of saloons and lodging
houses, standing sadly, patiently,
reminding one vaguely of the attitudes of
chickens in a storm. (p. 32)
And in the background a multitude of
buildings, of pitiless hues and sternly high,
were to him emblematic of a nation forcing
its regal head into the clouds, throwing no
downward glances; in the sublimity of its
aspirations ignoring the wretches who may
flounder at its feet. (p. 42)

The description of the aimless men is vivid.

Any town

or city has a Skid Row section where bums stand around
and poverty exists.

The critics praised Crane for his

method of presentation, but applauded him faintly, if at
all, for the truth in his presentation.
Grebstein notes that Hemingway's "rendition of
reality" is presented by using sensory experience.
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In "The Short Happy Life of Francis Macomber" the hearing
of the lion's roar throughout the night played upon
Macomber's already distraught state of mind.

Hemingway

also uses sensory experience in "The Snows of
Kilimanjaro" to set the mood for death.

The opening

conversation between Helen and Harry includes commerts
about the odor of the gangrenous leg and the sight of
the disgusting vultures.

Harry knows he will die.

At

the close of the story the crying of the hyena awakens
Helen and she becomes aware that Harry is dead.
Both Crane and Hemingway are realists in a special
sort of way.

Both writers are truthful to the subject

as they interpret it through their experience and
observation.

Their short sentence structure, their

use of dialogue and repetition, their irony and understatement, and their impressionism combine to form a
story realistic in effect, if not always in technique.
Crane and Hemingway have been regarded not only as
realists but also as naturalists, determinists, and
existentialists.

Charles Child Walcutt, in American

Literary Naturalism, states that while Crane's works are
early examples of pure naturalism, they contain many
non-naturalistic elements; therefore, Crane's naturalism
is of a speical kind.

"To define Crine's naturalism,"

Walcutt declares, "is to understand one of the few
perfect and successful embodiments of the theory in the
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American novel "

Walcutt maintains that Crane's natural-

ism can be found in the following ways: in his attitude
toward traditional c,:ncepts and values, which he considers
shame; in his impressionism, which he uses "to fracture
old moral codes and orderly processes of reward or
punishment"; and in his interest in deterministic
accounting for events.
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The story of Maggie: A Girl of

the Streets is deterministic and naturalistic.

Crane

did not gloss over the terrible environment of Maggie;
he depicted very clearly her home life and neighborhood
surroundings.

Because of her squalid home, Maggie had

a strong desire to leave.
attention.

She became prey to any

Although Pete gave her this attention, he

unfortunately was from the same environment as she, and
he was overcome by that environment.
drunk and a two-timer.
circle goes round.

Pete became a

The bad environment returns; the

Maggie, in trying to leave the

terrible life, committed suicide.

She was driven by the

uncaring environment of her family and society itself.
Maggie reacted to the outside forces of poverty and
hopelessness in a manner which suggests an underlying
deterministic view of life.

The men in "Experiment in

Misery" are also controlled by the outside forces of
poverty and hopelessness.

The four men in "The Open

Boat" are controlled in a sense by a deterministic force,
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nature.

In The Red Badge of Courage Henry's running,

which was caused by the id or the unconscious instinct
of self-preservation, was a reaction to the outside
force, war.
Hemingway, like Crane, can also be called a naturalist and a determinist.

Paul Goodman, in "The Sweet

Style of Ernest Hemingway," explains Hemingway's brand
of naturalism this way: Hemingway takes the theme of
passive people in a highly industrialized contemporary
society and changes it to passive people in a nonindustrialized society.

The stories are about "activities

that are individualistic and active, dangerous sports,
smuggling, soldiers on the loose.

The characters come

with a heavy preponderance of active verbs.
effect is passive."

And the

Hemingway develops his own style

of condensed writing rich in implication.

This style
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shows that "happening-to-one" is the nature of things.
This happening-to-one gives the impression that the
person is not able to act of his own free will or that
he accepts things passively because that is in the nature
of things.

Harry in "The Snows of Kilimanjaro" is an

example of this kind of passivity.

Having gone to

Africa to hunt, Harry receives a scratch, which becomes
infected and gangrenous.

The story is an account of

Harry's passively awaiting death.

Like Crane, Hemingway

reveals his determinism even in those characters who
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struggle heroically with the elements.

Santiago of

The Old Man and the Sea, for example, seems to accept
the outside forces of poverty and nature though contending valiantly with them.

Jake Barnes in The Sun Also

Rises is controlled by the deterministic force of
Jake tries to adjust to his sexlessness,

hopelessness.

which comes from the war wound, an event over which he
had no control.
Another label applied to Crane and Hemingway is
that of existentialist.

Killinger defines existentialism

as a philosophy of freedom for an individual to act
within a situation, but it does not grant an individual
41
freedom to elude the situation.

He adds that the

existentialist believes in the brotherhood of all men,
42
especially when the freedom of all men is at stake.
Roth the derelicts in Crane's "An Experiment in Misery"
and the four men in "The Open Boat" show existential
tendencies.

Hemingway develops Santiago in The Old Man

and the Sea, Jake Barnes in The Sun Also Rises, Ole
Andreson in "The Killers," and the old waiter in "A
Clean, Well-Lighted Place" as existentialists.

The

human derelicts in "An Experiment in Misery" are what
Killinger would refer to as comic existentialists
because they lived life in a wrong role; that is, they
43
were bums.

The Swede in "The Blue Hotel" is a comic

existentialist also because he lived the wrong role.
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The men in "The Open Boat" were vital existentialists
because they discovered being or authenticity and they
pursued it.

Hemingway's Jake Barnes, acting as an

existentialist, sought companionship or brotherhood to
help him adjust to his wound.

He also needed isolation

to find his individual being, so he went to San Sebastian
to be alone.

Santiago, like Barnes, needed both isola-

tion and brotherhood in order to be an authentic person.
Evidences of the literary philosophies of realism,
naturalism, and existentialism are thus present in
Crane's and Hemingway's prose.

The writing styles and

philosophies of the authors combine in the novels and
stories to give a picture of life.

Both Crane and

Hemingway observed life and its happenings and transformed these observations into pictures that are
impressionistic.

Impressionism, though more generally

associated with painting, is also a literary term.
Literary impressionists present their material as it is
seen and felt by the writer at a definite moment.

"The

literary impressionist," says Holman, "holds that the
exrression of . . . elements . . . through the fleeting
impression of a moment is more significant artistically
"44
than a photographic presentation of cold fact.
Rodney 0. Rogers, in "Stephen Crane and Impressionism," states that Crane's stylistic devices, most notable
in his use of "color and chiaroscuro:' have identified him
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as impressionistic.

Stanley Wertheim, in "Crane and

Garland: The Education of an Impressionist," says that
Hamlin Garland made a distinction between realists and
impressionists.

Garland felt that realists show "each

aspect of a scene with equal clarity and attention to
detail," but impressionists select a center of interest
to depict with care, causing all else to become background.

Wertheim describes Crane's impressionism as the

"metaphorical use of color, the subjective point of
view, and the intertwined patterns of personification
and animal imagery which characterize the style of The
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Red Badge of Courage."
James B. Colvert, in the introduction to Great
Short Works of Stephen Crane, states that Crane lived at
the time when literary realism was practiced among
journalists.

Crane was not a good journalist because

he did not state fact but gave interpretations of fact.
"In his best work," Colvert declares, "he transformed
the mere appearance of things into the poetry of impressionism, and when he was good . . . [he] revealed the
47
The opening
inner reality of the world he observed."
paragraph of "The Bride Comes to Yellow Sky" describes
a section of Texas impressionistically.

Crane's inter-

pretation helped develop the theme of the story which
is the changing of the West.
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The great Pullman was whirling onward
with such dignity of motion that a glance
from the window seemed simply to prove that
the plains of Texas were pouring eastward.
Vast flats of green grass, dull-hued spaces
of mesquit and cactus, little groups of
frame houses, woods of light and tender trees,
all were sweeping into the east, sweeping over
the horizon, a precipice.48
Crane sees the retreating army, the pursuing enemy, and
war this way in the The Red Badge of Courage:
The fight was lost. The dragons were
coming with invincible strides. The army,
helpless in the matted thickets and blinded
by the overhanging night, was going to be
swallowed. War, the red animal, war, the
blood-swollen god, would have bloated fill.
(p. 300)
These impressionistic scenes interpret fact subjectively
and integrate theme and action with setting.
Hemingway, like Crane, wrote impressions of what he
observed and felt.

Hemingway wished to write as the

French impressionist painter Paul Cezanne painted.
Young reports that
[Hemingway] once remarked that he "learned
how to make a landscape from Mr. Paul Cezanne,"
and then pointing to the background of a
painting said, "We always have this in when
we write." It m-y not be entirely clear how
a writer learns to make landscapes from a
painter. But it is not difficult to see
that he might learn a few things about how to
write natural description, and how to give
fiction the sense of physical background.49
Richard W. Murphy, in The World of C4zanne, 1836-1901,
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observes: "Czanne produced an art that lay somewhere
50
between simple representation and pure abstraction."
Murphy states that Cezanne showed "a marked predelection
for the straight line rather than the baroque curve and
51
for austere, almost architectural arrangement of form."
Young believes Hemingway was at his best when "describing
the narrow, bare and limited world he allowed himself
,,52
to see and for the most part mastered.

According to

Baker, in Artist, Hemingway's impressionism shows
restraint.

"Color-flaunting adjectives" are few and
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sentence structure is plain.

The following simple

description of landscape comes from "The Snows of
Kilimanjaro":
He lay then and was quiet for a while and
looked across the heat shimmer of the plain
to the edge of the bush. There were a few
Tommies that showed minute and white against
the yellow and, far off, he saw a herd of
zebra white rgainst the green of the bush.
This was a pleasant camp under big trees
against a hill, with good water, and close by,
a nearly dry water hole where sand grouse
flighted in the mornings.54
Because Harry quietly observes the tranquility of the
landscape, a mood of peace and reverence, which is
appropriate for approaching death, is set.

In the

following description from The Sun Also Rises the
narrator presents multiple images or pictures of
Belemonte, the matador.
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The first bull was Belemonte's. Belemonte
was very good. But because he got thirty
thousand pesetas and people had stayed in
line all night to buy tickets to see him,
the crowd demanded that he should be more
than very good. Belemonte's great attraction
is working close to the bull.
In bullfighting they speak of the terrain of the
bull and the terrain of the bull-fighter.
As long as a bull-fighter stays in his own
terrain he is comparatively safe. Each time
he enters into the terrain of the bull he is
in great danger. Belemonte, in his best days,
worked always in the terrain of the bull.
This way he gave the sensation of coming
tragedy. People went to the corrida to see
Belemonte, to be given tragic sensations, and
perhaps to see the death of Belemonte.
Fifteen years ago they said if you wanted to
see Belemonte you should go quickly, while he
was still alive. Since then he has killed
more than a thousand bulls. When he retired
the legend grew up about how his bull-fighting
had been, and when he came out of retirement
the public were disappointed because no real
man could work as close to the bulls as
Belemonte was supposed to have done, not, of
course, even Belemonte. (pp. 213-214)

These impressions of Belemonte serve as background for
the bullfight and the acceptance of Romero, another
bullfighter, as the best bullfighter of the day.
Crane's and Hemingway's word paintings become a
part of the total impression of a work and give the
reader a sense that "all that belongs to you."

In a

letter written to John Hilliard in January 1896, Crane
said:

I understand that a man is born into the
world with his own pair of eyes, and he is
not at all responsible for his vision-he is merely responsible for his quality of
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personal honesty. To keep close to this55
personal honesty is ry supreme ambition.

Hemingway too kept his stolies true to his way of seeir-r
and experiencing life.

Baker, in Life Story, observes

that Hemingway once commented, "The only writing that
was any good was what you made up, what you imagined.
.

You had to digest life and then create your own

people.

,56

To paraphrase Hemingway, a writer must

experience and understand life before he creates his
fiction.
In the writings of Crane and Hemingway affinities
of style, theme, and philosophy emerge as each writer,
in his individual yet similar way, presents a direct and
believable impression of people reacting to life.

The

following chapter will, in four instances, treat in
detail the striking affinities between a work by Crane
and one by Hemingway.

Chapter III
Affinities in Selected Works of Crane and Hemingway

Similarities in style, theme, characterization,
and philosophy in Crane's and Hemingway's fiction become especially evident when selected works by the two
are compared.

Philip Young has suggested that there

are affinities between Crane's "The Blue Hotel" and
Hemingway's "The Killers"; "An Episode of War" and
"A Clean, Well-Lighted Place"; The Red Badge of Courage
and "Tne Short Happy Life of Francis Macomber"; and he
believes "The Open Boat" at times sounds as if
1
Hemingway wrote it.

In order to explore and to docu-

ment possible affinities, a comparison of the works
mentioned above plus "The Open Boat" and The Old Man and
the Sea follows.

"The Blue Hotel" and "The Killers"
Philip Young, in Reconsideration, points out that
"The Blue Hotel" has many resemblances to "The Killers.

,2

Both stories have a Swede as the protagonist, and a close
inspection of these stories reveals that the Swedes,
even though opposite in personality, are both isolated
from society; that the common theme is man versus
society's indifference; that the philosophies of
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naturalism and existentialism are present; tl.at minor
characters have common roles and present a common
secondary theme; and that Crane and Hemingway use
similar writing techniques to unfold their plots.
Crane and Hemingway effectively use the elements
of setting, characterization,
alienation and isolation.

and action to convey

In "The Blue Hotel: the

Swede arrived in Ft. Romper, a small prairie town set
Nebraska, in the midst of a blizzard.

The Swede,

whom Crane describes as "aloof," acted in a strange and
obnoxious way.

His fear of the lawless West caused him

to make biased statements that alienated him from others
at the hotel; his fear also caused him to assume a
"tragic attitude" and to gesture like a "martyr."

In

fact, Donald B. Gibson, in "'The Blue Hotel' and Other
Tales of the Woolly West," notes that when the Swede
mistakenly considered himself an outcast, he indeed
became just that, creating a world in which he was a
powerless victim of the machinations of others.

Gibson

believes that the Swede liked the cold weather and that
he found strength in the isolation of 1._‘e. storm.

3

Gibson

thinks the theme of isolation shows man separating himself from mankind and attempting to face the indifferent
universe alone.

Gibson suggests that man's survival

4
depends upon his involvement in the "human community."
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The Swede's fear kept him outside that community.

Be-

cause the community didn't understand his fears, he met
a cold, indifferent world in which he did not survive.
In Hemingway's "The Killers" the protagonist is
also isolated; the Swede, Ole Andreson, stayed in his
room all day because he knew two killers were looking
for him, and he was unable to decide when to face death.
Ole Andreson voluntarily withdrew from the human community.

He neither thought nor acted; he passively

accepted the situation.

When Nick Adams went to warn

Andreson, the scene is described this way:
Nick opened the door and went into the room.
Ole Andreson was lying on the bed with all
his clothes on. He had been a heavyweight
prizefighter and he was too long for the
bed. He lay with his head on two pillows.
He did not look at Nick.°
Because he was tired of running, Andreson passively
accepted impending death.

Hemingway establishes

Andreson's separation from the brotherhood of man through
his conversation with Nick:
Nick looked at the big man lying on the
bed.
"Don't you want me to go and see the
police?"
"No," Ole Andreson said. "That wouldn't
do any good."
"Isn't there something I could do?'
"Maybe it was just a bluff."
"No. It ain't just a bluff."
Ole Andreson rolled over toward the wall.
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"The only thing is," he said, talking
toward the wall, "I just can't make up my
mind to go out.
I been in here all day."
(P. 79)
Crane's and Hemingway's protagonists react to their
isolation either through instinctive behavior or passive
behavior, neither of which is prompted by rational
thought.

The Swede in "The Blue Hotel" was motivated

by internal stresses.

His obnoxious manner was caused

by his fear of the West and by the inability of the
people at the Palace Hotel and the saloon to help him
overcome his fears--fears caused by the absence of a
sense of brotherhood.

He apparently didn't understand

these stresses and he acted instinctively.

Hugh N.

Maclean, in "The Two Worlds of 'The Blue Hotel,'" states
that the Swede is a fool who is stubborn and frenzied.
Reason, love, morality are absent.

"There remains,"

according to Maclean, "simply the determination,
prompted by instinct, to assert one's will in the face
of a grim universe, and to draw satisfaction merely and
exclusively from that act."

In the hotel the Swede makes

a choice in accusing Johnnie of cheating at cards, fights,
and wins; in the saloon, the Swede's insistence on the
gambler's drinking with him provokes action.

Maclean

believes the saloon is a true natitralistic world because
6
the Swede relied on instinct rather than reason.
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Also failing to reason, Ole Andreson simply
accepted his fate.

Andreson felt he had no control over

his death, and he believed that upon leaving the room,
he would be hunted and killed as an animal is hunted
and killed.

In Artist, Baker notes that Andreson is

described in the sharp vocabluary of the naturalistic
writer.

The reader is "given (almost coldly) the place,

the facts, the scene, out of which grows, however, an
awful climate of hopelessness and despair."

Baker

believes that Andreson stands for the "human predicament
7
deep in the grain of human affairs."
Both the Swede's and Andreson's situations hint of
existentialism.

In reviewing the Swede's behavior

pattern, the reader recalls that the Swede's unnatural
fear of the West drove him to irrational actions.

These

actions precipitated rejection by his fellow man and a
fight.

The indifference of the peo,le in the hotel

drove him to the saloon.

Again, obnoxious behavior

caused by fear and rejection led to the Swede's death
at the hands of the gambler.

It would seem that the

Swede was driven by forces beyond his control; but, in
fact, the Swede chose to fight and chose to leave the
hotel.

Johnnie gave the Swede two opportunities to

retract "you are cheatin'!" and thus avoid the fight,
but the Swede persisted in his accusation.

•

After the
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fight, the Swede was not pressured to leave, although
he probably felt the surrounding hostility.
chose to leave and go the the saloon.

He himself

Ole Andreson's

situation, likewise, presented a choice: to run and live
or to stay and die.

To run from the world meant
Andreson

isolation and to go into the world meant death.
chose death.

Both the Swede and Andreson were governed by an
environmental force that caused anxiety and conflict.
Both men decided of their own free will how to respond
to the environment.

Both men in their respective state

of isolation developed attitudes of nihilism or hopelessness.

The Swede's attitude of nothingness, his feeling

that existence is senseless, is perhaps best expressed
in his frustration and anger in the saloon when he
complained, "Well . . . it seems I can't get anybody to
8
drink with me in this town."

Andreson became a passive

hero because he chose not to fight.
anything to do.'

. 'No.

in the same flat voice.

"'No,

There ain't

I got in wrong.'

He talked

'There ain't anything to do.

After a while I'll make up my mind to go out.'"

(p. 79)

Like the Swede and Andreson, the Easterner and Nick
Adams faced a decision.

Each had to decide whether he

was his brother's keeper.

The Easterner felt that he

was partly responsible for the Swede's death.

To the
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cowboy the Easterner said:

"Johnnie was cheating. I saw him. I know
it. I saw him. And I refused to stand up
and be a man. I let the Swede fight it out
alone. And you--you were simply purring
around the place and wanting to fight. And
then old Scully himself: We're all in it:
This poor gambler isn't even a noun. He is
kind of an adverb. Every sin is the result
of a collaboration. We, five of us, have
collaborated in the murder of this Swede."
(p. 530)

Clark Griffith, in "Stephen Crane and the Ironic Last
Word," says that the Easterner had come to a new understanding about "man's moral involvements with his fellow
men."

Griffith believes that the Easterner had learned

enough to speak out next time, to try to stop a tragic
happening.9
Nick Adams too knew he should help his fellow man,
and he met the responsibility by informing Andreson of
his imminent death.

After talking with Andreson, he

felt helpless and reluctant to face the fact that Andreson would soon be dead.

Nick, like the Easterner, didn't

want to face reality, but perhaps he, like the Easterner,
learned from the experience.
The cowboy in "The Blue Hotel" and George and Sam
in "The Killers" have corresponding roles because they
refuse to accept any responsibility for mankind.

In

response to the Easterner's remarks, the cowboy "injured
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and rebellious, cried out blindly into this fog of
mysterious theory: 'Well, I didn't do anythin', did I?"
(p. 354).
Sam had a similar aesire to avoid involvement and
urged Nic% not to visit Andreson.
"Listen," George said to Nick. "You
better go see Ole Andreson."
"All right."
"You better not have anything to do with
it at all," Sam, the cook said.
"Don't go if you don't want to," George
said.
"Mixing up in this ain't going to get you
anywhere," the cook said. "You stay out of
it "
"I'll go see him," Nick said to George
"Where does he live?"
The cook turned away. (p. 78)
Nick returned from visiting Andreson, and the cook
opened the door from the kitchen when he heard Nick's
voice.
"I don't even listen to it [the conversation between George and Nick pertaining to the
events at the boarding house]," he said and
shut the door. (p. 80)
When Nick declared that he couldn't bear to think about
Ole Andreson just waiting to be killed, George told Nick
not to think about it.
The themes of man's indifference to his fellowman
and man's responsibility to man are found in both the
stories.

Crane's and Hemingway's treatment of these
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themes suggests that man may by his own actions bring
about a situation that in its hopelessness may lead to
death.

Perhaps the purpose of these two stories is to

show that man, who is controlled by his individual
fears and actions, may precipitate a circumstance in
which he appears to be the victim of deterministic
forces, but that man can, nevertheless, by his free will
choose a path that affects his life and the 1 4 ves of
others.

Had the Swede chosen to break the chain of

events growing out of his suspicion and antagonism, had
Andreson found the desire to fight back, had the Easterner chosen to expose Johnnie, had Nick gone to the police,
the fate of the two protagonists might have been quite
different.
True to their respective writing creeds, Crane and
Hemingway develop the themes of these two stories in a
simple manner.

Crane's and Hemingway's use of dialogue

and repetition are similar.

Dialogues between the

Easterrer and the cowboy and between Nick and George
and Sam quoted above give the reader a sense of immediacy.
In addition, both writers use irony, understatement, and
vignettes to maintain a sense of immediacy.
Irony in "The Blue Hotel" is rather subtle.
of the action in the story happens inside
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building,

which is usually thought of as a place of security.
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In this story, however, inside is not secure.

The two

faces of mankind, civilized and uncivilized, are represented in the people.

The natives of Ft. Romper felt

they were civilized, but their civility disappeared
when they were placed in a disagreeable situation.

The

Easterner represented civilized society; the Swede
himself was from the East, but ironically he behaved in
a rather uncivilized way.

Johnnie is an evil sort of

person who cheats, yet ironically, Johnnie lived and
the Swede, who was correct in his assessment of Johnnie,
died.

In the card game the Easterner asked several

times, "What's the good of fighting over a game of
cards?" (p. 515).
Swede his life.

Yet that game indirectly cost the

It is ironical that the most civilized

of the group had the opportunity tc negate the Swede's
self-fulfilling fears that he could not survive the wild
and lawless West--and yet did nothing.

If not actively

dishonest, the Easterner is at least a moral coward.
Hemingway's story also relies upon irony.

"The

Killers" introduces evil in the persons of the gangsters.
Evelyone but Nick has learned to live with evil.

The

underlying irony of the story is that everyday life goes
on even though evil is present.
what he appeared to be.

Ole Andreson was not

Although Mrs. Bell, the landlady,

saw him as a nice man, Andreson had been a professional
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boxer and a cruel man who had double crossed someone.
Obviously vehicles of Crane's and Hemingway's
irony, the characters in both stories come to life
through action and dialogue in the various scenes or
vignettes.

In "The Blue Hotel" each scene could be

compared to an act in a play.

Section IV opens with

Johnnie, the cowboy, and the Easterner sitting with the
card-board still upon their laps.

Johnnie opens the

conversation:
"That's the dod-dangedest Swede I ever see."
"He ain't no Swede," said the cowboy
scornfully.
"Well, what is he then?" cried Johnnie.
"What is he then?"
"It's my opinion," replied the cowboy
deliberately, "he's some kind of a Dutchman."
"Well, he says he's a Swede, anyhow,"
muttered Johnnie, sulkily. He turned to the
Easterner: "What do you think, Mr. Blanc?"
"Oh, I don't know," replied the Easterner.
"Well, what do you think makes him act that
way?" asked the cowboy.
"Why he's frightened." The Easterner knocked
his pipe against the rim of the stove. "He's
clear frightened out of his boots." (pp. 509510)
From the above conversation the reader draws several
conclusions.
ledge.

The Easterner is respected for his know-

The character's background is expressed through

his speech.

The cowboy is searching for an understanding

of the situation.

The adverbs scornfully and sulkily

are like stage directions that describe the attitude of
the speaker.
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In "The Killers" Hemingway too presents vivid
pictures and descriptions.

From the opening scene,

or vignette, the reader can learn something about the
characters.
The door of Henry's lunch-room opened and
two men came in. They sat down at the counter.
"What's yours?" George asked them.
"I don't know," one of the men said. "What
do you want to eat, Al?"
"I don't know," said Al. "I don't know
what I want to eat."
Outside it was getting dark. The street
light came on outside the window. The two
men at the counter read the menu. From the
other end of the counter Nick Adams watched
them . . .
"I'll have a roast pork tenderloin with
apple sauce and mashed potatoes," the first
man said.
"It isn't ready yet."
"What the hell do you put it on the card
for?" (p. 71)
Immediately the two customers give a tough impression.
As the story progresses, the impression is confirmed.
The constant parroting of Max and Al seems ludicrous,
but the repetition along with the abrupt sentences
illustrates the limited vocabulary of the gangsters.
"What do you do here nights?" Al asked.
"They eat the dinner," his friend said.
"They all come here and eat the big
dinner."
"That's right," George said.
Al asked
"So you think that's right."
George.
"Sure."
"You're a pretty bright boy, aren't you?"
"Sure," said George.
"Well, you're not," said the other little
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man. "Is he, Al?"
"He's dumb," said Al. He turned to Nick.
"What's your name?"
"Adams."
"Another bright buy," Al said. "Ain't he
a bright boy, Max?"
"The town's full of bright boys." (p. 72)

The killers are described by Hemingway as looking like
a vaudeville team.

They are dressed in black overcoats,

which are too tight across the chest, and derby hats.
They are wearing silk mufflers and gloves, which they
do not remove while they are eating.

Their talk, their

dress, their manners all foreshadow the sterotyped
version of the movie gangster.
The sentences in these passages from "The Blue
Hotel" and "The Killers" demonstrate the short sentence
structure which the writers learned during their newspaper days.

Crane and Hemingway tried to write simply

so the story would seem real.

The short declarative

sentences for which Hemingway is known are especially
evident in "The Killers."
Action in both stories is shown through verbals and
verbs.

Crane's sentences are structured with verbs and

verbals to show action.

[The Swede] strode toward the men nervously,
as if he expected to be assaulted. Finally,
seated, he gazed from face to face and
laughed shrilly. This laugh was so strange
that the Easterner looked up quickly, the
cowboy sat intently and with his mouth open,
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and Johnnie paused, holding the cards with
still fingers. (p. 502)
The first two sentences are short and are easily read.
The last sentence is long, but the series of clauses
gives the impression of short sentences and is easily
The three verbals in the passage, to be assaulted,

read.

Hemingway's sentences

seated, and holding depict action.
are also structured with verbals.

Ole Andreson tells

Nick, "I don't want to know what they are like. .
Thanks for coming to tell me about it" (p. 79).

The

infinitive to know and the gerund coming express action,
but they are used as nouns.
Crane and Hemingway wrote rather subjectively in
these two stories.

The picture presented is the picture

seen and interpreted by the writer.

Crane's use of

similes, metaphors, and personification is impressionistic.

Crane describes the wind as having arms; a gatepost

"like a still man with a blanched face"; the Swede's eyes
as having a dying swan look; and the gambler as an adverb.

Hemingway's use of metaphors and similes is more

limited in -The Killers," but he refers to Max and Al as
a vaudeville team, to George's being a good wife, to
Nick and Sam's being tied up like a pair of girl friends.
Hemingway's figures require the reader to finish the
association.

The slap happiness of Max and Al is implied

in the use of "vaudeville team."
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In summary, both Crane and Hemingway achieve a
sense of reality by using dialogue, irony, vivid and
impressionistic descriptions and short sentences.

This

sense of the real is enhanced by allowing the character
some choice in his life, and in those instances where
the character can make choices, he must live with the
consequence of his choice.

In the beginning of each

story the protagonist was isolated and at the end the
protagonist faces death dealt to him by an uncaring
world.

"An Episode of War" and "A Clean, Well-Lighted Place"
In contrast to the protagonists in the works just
examined, the heroes in Crane's "Episode of War" and
Hemingway's "A Clean, Well-Lighted Place" do not withdraw
from society; they seek companionshi,.

Other affinities

between "An Episode of War" and "A Clean, Well-Lighted
Place" are apparent in theme, in naturalistic and existentialistic philosophies, in tone, in writing style, and
in word pictures.
The theme is adjustment to life.
old age and war injuries.

Life may include

Donald B. Gibson, in "Some

Other Tales of War: Heroism Re-examined," states:
The theme of this story ("An Episode of War"'
is that man is able to adjust with stoical
resignation to the undeserved and uncontrollable adversity befalling him by seeing himself and his world in undistorted
perspective.10
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The undeserved and uncontrolled adversity for the young
lieutenant is, of course, being shot in the arm and
eventually having it amputated.

The story closes with

the lieutenant telling his family in response to their
tears, "Oh well, I don't suppose it matters so much as
"11
all that.

Gibson believes that the lieutenant's

indiffereace at the end of the story is in contrast with
his concern at the beginning of the story.

The lieuten-

ant had come to accept stoically his handicap and to
know that in a world where things happen, nothing "matters
so much as all that"12; that is, he had learned that man
does not control everything.
The adjustment to old age in "A Clean, Well-Lighted
Place" is parallel to the lieutenant's adjustment to his
amputation.

Robert Penn Warren, in "Ernest Hemingway,"

says "the sleepless man--the man obsessed by death. by
meaninglessness of the world, by nothingness, by nada-is one of the recurring symbols in the work of Hemingway.”
Warren further observes that the despair that produces
insomnia is "the despair felt by a man who hungers for
the sense of order and assurance that men seem to find
in religious faith but who cannot find grounds for his
13
faith."

The old man in the cafe unsuccessfully tried

to commit suicide.
looked after him.

He had money; he had a niece who
Still he felt hopelessness or nada.

He could not find a meaning in the world.

Knowing and
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understanding the feeliag of nothingness, the older
waiter did not want to leave the clean, lighted cafe; he
A feeling of loneliness

did not want to go home.
enveloped him.

What did he fear? It was not fear or dread.
It was nothing that he knew too well. It
was all a nothing and a man was nothing too.
It was only that and light was all it needed
and a certain cleanness and order. Some
lived in it and never felt it but he knew it
all was nada y nada y pues nada y nada y pues
nada. (p. 32)

When the older waiter reluctantly went home, he would
lie in the bed and finally, with daylight, he would go
to sleep.

After all, he said to himself, it is probably

only insomnia.

Many must have it" (p. 33).

Stoical acceptance or adjustment to adversity is
shown in the understatements of Crane's lieutenant and
Hemingway's older waiter.

They faced their individual

misfortunes or handicaps and shrugged them off.
well," .
that."

"Oh

. "I don't suppose it matters so much as all

"After all," .

. "it is probably only insomnia.

Many must have it."
Naturalistic philosophy is introduced in the theme
of adjustment to adversity, which is caused by something
beyond the control of the protagonists.

The lieutenant

in "An Episode of War" is a victim of a social environmental force, war.

Crane describes the chain of events
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in which the lieutenant was involved and shows them
beyond the lieLtenant's control.

Acceptance of the wound

and the amputation was the only acceptable behavior for
the lieutenant.
"A Clean, Well-Lighted Place" also presents an
inevitable condition, if one lives, old age, to which the
old man and the old waiter responded.

Baker sees "A

Clean, Well-Lighted Place" as symbolistic and naturalis14
tic.

Even though the old man and the older waiter

accept their feeling of hopelessness, they neither understand nor control the forces of old age.

In order to

understand the hopelessness, the reader should consider
the roles of the three men in the cafe.

The young

waiter, eager to be home with his wife, wished to close
the cafe early.

The older waiter did not wish to hurry

home, to hurry to nada.

He wished to keep the cafe open.

It is ironic that the young waiter did not see that
someday he too would wish to stay in the clean, well
lighted palce.
home.

But now, the young waiter wished to go

The cafe closed and the older men went home to

nada.
Existential philosophy is also present in "A Clean,
Well-Lighted Place" in the character of the older waiter
as he deals with nada.

Baker observes that place is

represented by light, cleanness, and order and that nada
15
is represented by dark.

Killinger believes that "the
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day-and-night, light-and -dark symbolism" is prominent in
Hemingway's novels and stories.

He refers to "A Clean,

Well-Lighted Place" as a "nada story . . . with clean,
well-lighted place representing all that is utterly
,16
reduced to simplicity.

.
Killinger points out that the

nada of Hemingway is "the nothingness of the existentialists, the strange, unknowable, impending threat of
nihiliation."

Killinger states that only the individual

can keep off approaching nothingness and that "Hemingway,
like the existentialists, has always exalted the lone
„17
man.

In existentialism a person seeks to be an authen-

tic individual.

The lighted cafe provides the opportunity

for the older waiter to be an individual because it keeps
life simple and keeps away nada. which is "a convenient
designation for the inexplicable weirdness that lies
18
beyond the rational boundaries of existence.”
cafe closes, nothingness takes over.

Once the

The waiter has no

religion, as exhibited in the parody of The Lord's
Prayer--Our nada who art in nada. nada by thy name .
--and Hail Mary.

He was a wanderer and tried to avoid,

by choice, the vast nothingness outside of the clean,
well-lighted place.

However, the waiter knew that he,

like the old man, must eventually face it--nada.
Crane's lieutenant, like Hemingway's older waiter,
is an existentialist.

He did not understand why he had

been wounded, but he knew that eventually he must accept
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the result of the wound.

The shot which caused the wound

had come from a distant woods at a quiet moment.

The

lieutenant was dividing coffee, putting the supply into
a sense of order when the "catastrophe" happened.

In

other words, the lieutenant was an authentic individaul
when he was shot.

His world then became disorderly and

filled with the "inexplicable weirdness that lies beyond
the rational boundaries of existence."

After the amputa-

tion, he felt deceived and overwhelmed by the unknown.
Yet stoically accepting the situation and knowing that
he must adjust to it, he went home to face his family.
Adjustment to life, therefore, is a common theme in
"An Episode of War" and in "A Clean, Well-Lighted Place."
Initiation, a theme common to many of Crane's and
Hemingway's works, is a lesser theme in these two stories.
Initiation is ironically presented in "An Episode of
War" when the lieutenant is ushered into the schoolhousehospital.

With the surgeon's having led him to believe

that the arm would not be amputated, the lieutenant here
learned about deceit.

In "A Clean, Well-Lighted Place,"

the younger waiter is innocent of adjustment to adversity, but someday he will have to adjust to adversity
at which time he too will be initiated.
Adjustment to life's realities and initiation to
life are themes which both Crane and Hemingway treat
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with appropriate seriousness.

The bleak, serious tone

is set in the opening paragraphs of the stories and
combines with understatement, naturalistic treatment of
real life situations, short sentences, and conversation
to give the reader a sense of reality.

In "An Episode

of War" the lieutenant, "frowning and serious at nis
work"(p. 394), was dividing coffee into equal portions
when he was shot.

In "A Clean, Well-Lighted Place,"

Hemingway describes the old man sitting alone drinking
his brandy as a clean drunk.

In dividing the coffee

the lieutenant is turning order out of chaos; in sitting
in the light the old man is avoiding nada.

The follow-

ing passages of Crane's and Hemingway's illustrate
the bleak tone, understatement, short sentences, and
dialogue and give the reader a feeling of the character's
stoical resignation.

Crane writes:

A busy surgeon was passing near the
lieutenant. "Good Morning," he said, with a
friendly smile. Then he caught sight of the
lieutenant's arm, and his face at once
changed. "Well, let's have a look at it."
He seemed possessed suddenly of a great
contempt for the lieutenant. This wound
evidently placed the latter on a very low
social plane. The doctor cried out
impatiently: "What Mutton-head tied it up
that way anyhow?" The lieutenant answered,
"Oh, a man." . . . "Humph," he said. "You
come along with me and I'll 'tend to you."
The lieutenant had been very meek, but
now his face flushed, and he looked into the
doctor's eyes. "I guess I won't have it
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amputated," he said.
"Nonsense, man! Nonsense! Nonsense!"
I
cried the doctor. "Come along, now.
won't amputate it. Come along. Don't be
a baby."
"Let go of me," said the lieutenant,
holding back wrathfully, his glance fixed
upon the door of the old schoolhouse, as
sinister to him as the portals of death.
And this is the story of how the
When he reached
lieutenant lost his arm.
home, his sisters, his mother, his wife,
sobbed for a long time at the sight of the
flat sleeve. "Oh, well," he said, standing
shamefaced amid these tears, "I don't
suppose it matters so much as all that."
(pp. 397-398)
The following passage from Hemingway's "A Clean, WellLighted Place" illustrates his establishment of a
bleak tone, his short sentences, and his use of
dialogue:
"What's yours?" asked the barman.
"Nada."
"Otra loco mas," said the barman and
turned away.
"A little cup," said the waiter.
The barman poured it for him.
"The light is very bright and pleasant
but the bar is unpolished," the waiter said.
The barman looked at him but did not answer.
It was too late at night for conversation.
"You want another copita?" the barman asked.
"No, thank you," said the waiter and went
out. He disliked bars and bodegas. A
clean well-lighted cafe was a very different
thing. Now, without thinking further, he would
go home to his room. He would lie in the bed
and finally, with daylight, he would go to
sleep. After all, he said to himself, it
is probably only insomnia. Many must have it.
(P. 33)
The above passages illustrate not only Crane's and
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Hemingway's sentence structure and dialogue but also the
presence of understatement and deterministic pessimism.
The tone in the passage from "An Episode of War" changes
from pleasantness to disdain and fear.

The lieutenant

did not want his arm amputated, yet, he probably
suspected that it would be amputated.

The doctor too

probably knew it would be necessary to amp,Itate the
arm, thus his brusque behavior and his lie to the
lieutenant.

The lieutenant stoically accepted his fate,

even though it did, of course, matter "so much as all
that."
Light and cleanliness alao matter to the older
waiter in "A Clean, Well-Lighted Place."

The reader

assumes that since the bar was not clean, the old waiter
felt it better to go home to bed and nada.

The reader

already knows the old waiter has been initiated and
has accepted old age; he, the old waiter, only tries to
postpone it.

The last statements are ironic understate-

ments of the acceptance of old age.
In both stories description causes the plight of
the protagonist to seem genuine.

Crane's description

in "An Episode of War" is like a painting, and his
description of the happenings behind the line is a
demonstration of his impressionism.

In fact, Crane

states that the scene is like an historical painting.
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As the lieutenant moved from the front lines,
he saw a general on a black horse gazing
over the lines of blue infantry at the
green woods which veiled his problems. An
aide galloped furiously, dragged his horse
suddenly to a halt, saluted, and presented
a paper. It was, for a wonder, precisely like
a historical painting. (p. 270)
Crane describes the battery as "a tumultous and shining
mass' and states that "the battery swept in curves that
stirred the heart; it made halts as dramatic as the
crash of a wave on the rocks . . . The lieutenant, still
holding his arm as if it were glass, stood watching the
battery" (p. 396).

This description stirs the reader's

auditory and visual senses.

The "tumultous and shining

mass" halted suddenly and noisily as "the crash of a
wave."

The reader's visual association with "tumultuous"

and "shining" in the implied sea metaphor suggests that
which is violent yet majestic, and the association with
"crash" is a sound of deafening intensity.
The pictures painted by Hemingway are less colorful.
The old man, who was introduced in the first paragraph.
is probably expressionless.

Only shadows and light are

mentioned, but the reader can feel the calm of the
night.
It was late and every one had left the
cafe except an old man who sat in the shadow
the leaves of the tree made against the
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electric light. In the day time the street
was dusty, but at night the dew settled the
dust and the old man liked to sit late because
he was deaf and now at night it was quiet and
he felt the difference. (p. 29)
The old man is described as a little drunk.

"The two

waiters inside the cafe knew he was a little drunk, and
while he was a good client he would leave without
paying, so they kept watch on him" (p. 29).

Yet

Hemingway establishes the presence of a code to which
the old man adheres with the simplest description: "This
old man is clean.
now, drunk.

He drinks without spilling.

Look at him" (p. 31).

Even

Hemingway has given

just enoLgh description of the old man in order that the
reader can picture him and know him.
Both Crane's and Hemingway's pictures are impresEionistic in selection of detail.

Crane's impressions

are presented through metaphorical description as well
as selected literal detail while Hemingway depends
upon the latter.

The affinity in Crane's and Hemingway's

word pictures is not necessarily the method of
description but the fact that both writers use their
word pictures in developing their themes and characterizations.
Young states that "An Episode of War" influenced
Hemingway.

He feels that "An Episode of War" and "A

Clean, Well-Lighted Place" have "the same flat, reserved,
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depressed understatement and absolute lack of comment
19
Young's
for which Hemingway is well known . . ."
statement is defensible and the stories are drawn even
closer together by Crane's and Hemingway's similar
writing techniques and common themes.
The Red Badge of Courage and "The Short Happy Life
of Francis Macomber"
As the protagonists in "An Episode of War" and
"The Clean, Well-Lighted Place" share an affinity in
their behavior patterns, so do the protagonists of
The Red Badge of Courage and "The Short Happy Life of
Francis Macomber" establish an affinity through their
behavior patterns.

Young points out that The Red Badge

of Courage and "The Short Happy Life of Francis Macomber"
20
both treat the common theme of psychological change.
Crane and Hemingway trace the change of Henry Fleming
and Francis Macomber in a similar way.

Because both

men were afraid to face death, they ran when their lives
were threatened.

Both Crane and Hemingway describe the

exact moment that Fleming and Macomber began to change,
the result of the change, and the events that follow
the change.
Henry Fleming began to change after witnessing the
death of his friend, Jim Conklin.

William Dillingham,

in "Insensibility in The Red Badge of Courage," explains
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the change by saying that the first part of the book
"deals with the anatomy of cowardice."

The second part

of the book deals with a young warrior who is capable
21
of unreason and self-abandon.

Dillingham continues:

The feelings of the imaginative soldier
who once thought of war as a glorious Greeklike struggle now are constantly described
in terms of bestiality, unreason, and even
insanity.22
Henry had changed from a youth caught up in the romance
of war to one who was afraid of battle, and finally to
a young soldier who fought bravely and automatically.
At times he faced danger without thought.

Perhaps the

act of facing danger helped Henry to achieve his "quiet
manhood" (p. 369).
Francis Macomber began to change after his wife,
Margot, slept with Wilson, the white hunter.

Margot

had been unfaithful many times, but this time caused
Macomber to face reality.

Like The Red Badge of Courage.

"The Short Happy Life of Francis Macomber" can be
divided into two parts; the first part deals with
cowardice and the second part deals with a courageous
hunter

who is an example of the Hemingway hero.

Francis Macomber changed from an indecisive person to a
person filled with self-confidence.

Arthur Waldhorn,

in A Reader's Guide to Ernest Hemingway, believes that
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fear is the thing that deprives Macomber of his manhood.
Bullfighters, boxers, and soldiers feel this same fear.
The "code" must be learned in order to reach manhood, and
for many "the cost of honor is prohibitive but worth
,23
paying.
The psychological similarity between Crane's Henry
Fleming and Hemingway's Francis Macomber is apparent.
Both youths--Macomber was a youth in thought and action-became men because they overcame fear and found their
identity.

Both met death and understood it as death.

Crane states of Henry:
He felt a quiet manhood . . . He knew that
he would no more quail before his guides
wherever they should point. He had been to
touch the great death, and found that, after
all, it was but the great death. He was a
man. (p. 369)

Hemingway has Wilson say:
"Worst one [a buffalo] can do is kill you.
How does it go? Shakespeare. Damned good.
See if I can remember . . . 'By my troth, I
care not; a man can die but once; we owe God
a death and let it go, which way it will, he
that dies this year is quit for the next.'
Damned fine, eh?" (p. 150)
This, of course, is Wilson speaking, but Macomber's
actions show that he does not fear death.

Crane and

Hemingway show an affinity in their view of death.

Their

respective characters practiced self discipline in the
face of death.
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Hemingway's behavioral code stresses self discipline
and control of fear.
he is heroic.
heroes.

When a person lives by this code,

Both Henry and Francis are apprentice

Waldhorn states that the apprentice hero tries

to bring order to the world, suffers from insomnia and
fear of dark, is passive and dependent upon drink or
24
Henry
sex, and has the inability to stop thinking.
and Francis demonstrate these traits.

As each apprentice

reached his own identity, he knew what he must do.

His

passive actions and overpowering fears disappeared,
and he was able to act automatically in his individual
situation of battle and hunting, respectively.
The Red Badge of Courage in both realistic and
impressionistic in its treatment of Fleming's behavior.
Edwin H. Cady, in Stephen Crane, calls the book "a work
of psychological realism, deeply affected in style by
the fact that the author was an ironic, imagistic,
25
On the other hand, impressionism,
metaphysical poet."
according to Cady, is what the unique eye of the painter
sees.

He states that critics agree that literary impres-

sionism is either "absence of detail or else the effect
of the author observing himself in the presence of life."
Cady feels that neither of these definitions really
applies to Crane's work and perhaps Crane's impressionism
results from the vividness and intensity of notation of
atmospheric textures and from the striking economy of his
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This impressionism helped lead to psychological

form.
realism

26

that is particularly evident in the crucial

scene of the novel.
Jim Conklin's death is the turning point for Henry,
and this is the case because he witnessed the horror
of death and his romantic view of war was completely
demolished.

Henry's word "Hell" expresses with economy,

vividness, and intensity his feelings of frustration that
led to his change.

Henry had just witnessed Jim Conklin's

death.
The youth turned, with sudden, livid rage,
toward the battlefield. He shook his fist.
He seemed about to deliver a philippic.
"Hell--" (p. 287)
It has been pointed out that Francis Macomber's
psychological change came while he was on a safari.
Margot had acted like a bitch by insulting him time and
time again.

Margot's sleeping with Wilson was the last

straw; Francis Macomber changed.

Manifestation of this

change came while he was buffalo hunting.

Wilson and

he thought all three buffalo were killed, but a gun
bearer informed them that the first buffalo had gone
into the bush.

With vividness and economy Hemingway

tells of Macomber's psychological change.

Macomber

realized right before going after the bull that "for the
first time in his life he really felt wholly without
fear.

Instead of fear he had a feeling of definite
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elation" (p. 148).
Both Henry Fleming and Francis Macomber had
witnessed death and when they were faced with the
possibility of being killed, they ran "like rabbits."
Events after their running caused each man to reflect
and to come to terms with himself and, thus, to change.
Both Henry and Francis as cowards behaved instinctively:
as new men they still acted automatically.
fired their weapons without thought.

They

Because the brave

action was performed without fear, Henry was referred to
as a "jimhickey" (p. 353) and Francis was referred to
as a "bloody fire eater" (p. 149).
The Red Badge of Courage presents a naturalistic
picture of Henry as an animal driven by instinct and
fear and internal stresses, which he does not fully
understand and over which he seemingly has no control.
Harry Hartwick in -The Red Badge of Nature" states
that The Red Badge of Courage has a naturalistic concept
of man.
Its tumbling clouds of smoke and gunfire
blow Henry Fleming, the youthful private,
up and down the battle field, first in
blind panic and then in wild bravery,
like some tortured beast, divorced from
intelligence and free will.?'
By changing Henry's name to Francis Macomber and changing
the battlefield to hunting grounds the above passage
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can be rephrased: Fear blew Francis Macomber, the
American hunter, across the hunting ground, first in
blind panic and then in wild bravery, like some
tortured beast, divorced from intelligence and free
will.
The fear that led Henry and Francis to search for
self also led them into a temporary state of nothingness
or nada.

Francis suffered insomnia and hate,

then he

threw all emotion to the wind and enjoyed the hunt.
Killinger states that Macomber's life is complicated by
his marriage.

When Margot returned from Wilson's tent,

Francis felt the existential nausea and nothingness
that precedes the establishment of fundamental self.
He decided "what the hell" and joyously went out to hunt
28
the buffalo.

Killinger believes that there are in

Hemingway elements vital to existentialist thought, such
as the division of life into the authentic 1,nd the
unauthentic and the moment of existential choice, in
29
which man decides to be either authentic or unauthentic.
Macomber chose to be authentic; then he died.

This

ironical turn of events explains the title and leads to

I

the uncomplicated peace that an existentialist seeks.
To quote Killinger:
The hard philosophy offering nothing but
anguish and a tantalizing hunger for an
authenticity chat must be rewon moment by
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moment, challenging even in its severity,
is especially forged to the temper of the
modern man. The rapid advance of technological science, the exhausting devastation of
two global wars, the intellectual discrediting
of traditional orthodoxy in religion, and the
Nietzschean transmutation of ethical values
have spiritually and ethically marooned
modern man even in the company of his
brothers. Cast up Crusoe-like on the reef
of a new world, he must gather up what is
useful and what he is able to carry from the
past and begin the lonely task of reconstruction. It is truly the day of the "separate
peace."30
Crane had Henry experience this same existential
struggle.

Henry lived a complicated life, felt apart

from his comrades, chose authenticity and found peace.
He had rid himself of the red sickness of
battle. The sultry nightmare was in the past.
He had been an animal blistered and sweating
in the heat and pain of war. He turned now
with a lover's thirst to images of tranquil
skies, fresh meadows, cool brooks--an
existence of soft and eternal peace. (p. 370)
Like Macomber, Henry threw caution to the wind and chose
to become authentic.
Both Crane and Hemingway use imagery to show these
psychological changes, to describe scenery and people,
and to interpret feelings or emotions.

Imagery abounds

in both The Red Badge of Courage and "The Short Happy
Life of Francis Macomber."

One of the best known images

is from The Red Badge of Courage: "The red sun was
pasted in th_ sky like a wafer" (p. 287).
similes are found in the novel.

Other

Henry's flight is
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described thus: "He ran like a rabbit" (p. 268).

The

guns of the enemy were pictured as "squatted in a row
like savage chiefs" (p. 264).
as an iron box (p. 248).

The regiment is described

In "The Short Happy Life of

Francis Macomber" are found the following examples of
imagery: "I bolted like a rabbit" (p. 125) and the car
in which the hunters rode is described as a "doorless,
box-bodied motor car" (p. 131).
colors used in both stories.

Blue and rd are

Wilson, the white hunter,

has a red face and his eyes are "flat, blue, machin3
gunner's eyes" (p. 125).
course.

Henry's wound was red, of

The army was a "blue demonstration" (p. 247).

Both writers paint memorable pictures.

Henry observed

a brigade:

He was aware that these battalions with their
commotions were woven red and starting into
the gentle fabric of softened greens and
browns. It looked to be a wrong place for a
battlefield. (p. 249)
As he rounded a hillock, he perceived
that the roadway was now a crying mass
of wagons, teams, and men. From the heaving
tangle issued exhortations, commands,
imprecations. Fear was sweeping it all along.
The cracking whips bit and horses plunged
and tugged. The white-topped wagons strained
and stumbled in their exertions like fat
sheep. (p. 292)

Hemingway also painted word pictures.

On of his

paintings follows:

So they sat in the shade where the camp
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was pitcAed under some wide-topped acacia
trees with boulder-strewn cliff behind them
and a stretch of grass that ran to the bank
of a boulder-filled stream in front of the
forest beyond it, and drank their just-cool
lime drinks and avoided one another's eyes
while the boys set the table for lunc.
(p. 124)

Wilson's portrait is painted thus:

He was about middle height with sandy hair,
a stubby mustache, a very red face and extremely cold blue eyes with faint white
wrinkles at the corners that grooved
merrily when he smiled. (p. 122)

The Crane and Hemingway brand of realism is thus
evident in the choice of theme and in the descriptive
passages.

Characteristically the two writers here

rely for realistic effect upon short sentence structure,
dialogue, and verbals.

Crane speaks of "a crying mass

of wagons" (p. 292) and of "squalling upheavals" (p. 365).
Hemingway describes the upset Margot, "She made no noise
of crying" (p. 123).

Verbals also predominate in one

of Hemingway's descriptions of the hunters:

Kongoni the gun-bearer, in the lead
watching the blood spoor. Wilson watching the
grass for any movement, his big gun ready, the
second gun bearer looking ahead and listening,
Maccmber close to Wilson, his rifle cocked,
they had just moved into the grass when Macomber heard the blood chocked coughing grunt,
and saw the swishing rush in the grass.
(p. 137)

The verbals watching, looking, listening, chocked,
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coughing, swishihR slowly build tension and suspense and
prepare the reader for the lion's charge.

The following

dialogue, which uses verbals, seems realistic:

"Do you think we'll find buffalo?" Margot
asked, pushing away a dish of apricots.
"Chance of it," Wilson said and smiled at
her. "Why don't you stay in camp?"
"Not for anything," she told him.
"Why not order her to stay in camp?"
Wilson said to Macomber.
"You order her," said Macomber coldly.
"Let's not have any ordering, nor,"
turning to Macomber, "any silliness, Francis,"
Margot said quite pleasantly. (p. 141)

In The Red Badge of Courage the tattered man had a
monologue in which the level of language usage is true
to his status in life:

"Yeh look pretty peek-ed yerself," said the
tattered man at last. "I bet yeh've got a
worser one than yeh think. Ye'd better take
keer of yer hurt. It don't do t'let sech
things go. It might be inside mostly, an'
them plays thunder. Whre is it located?"
(p. 289)

The off-handed familiarity and kindly concern expressed
in this passage emphasizes a certain degree of simple
or unsophisticated behavior often found in uneducated
folk.

Henry and his friend patted themselves on the

back in the following dialogue:

"Oh, well," he rejoined, "he probably didn't
see nothing of it at all and got mad as blazes,
and concluded we were a lot of sheep, just
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because we didn't do what he wanted done. It's
a pity old Granpa Henderson got killed
yesterday--he'd have known that we did our best
and fought good. It's just our awful luck,
that's what.'
"I should say so," replied the friend. He
seemed to be deeply wounded at an injustice.
"I should say we did have awful luck: There's
no fun in fightin' fer people when everything
yeh do--no matter what--ain't done right . .
(p. 352)
The feelings of frustration are conveyed to the
reader through the language in the dialogue.

In "The

Short Happy Life of Francis Macomber" Margot and
Francis had a domestic quarrel after she slept with
Wilson.
"If you make a scene I'll leave you,
darling," Margot said quietly.
"No you won't."
"You can try it and see."
"You won't leave me."
"No," she said. "I won't leave you and
you'll behave yourself."
"Behave myself. That's a way to talk.
Behave myself."
"Yes. Behave yourself."
"Why don't you try behaving?"
"I've tried it so long. So very long."
"I hate that red-faced swine," Macomber
said. "I loathe the sight of him."
"He's really very nice."
"Oh, shut up," Macomber almost shouted.
(p. 142)
The reader can feel the disgust and tension realistically
build up to the intense desire to shout.
The reality of the psychological torment of Fleming
and Macomber is established through a combination of
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philosophy and technique.

The affinity between The Red

Badge of Courage and "The Short Happy Life of Francs
Macomber" is suggested in the theme, man versus war,
the war being p-iychological.

The affinity is evident in

the development of the theme, in similar writing styles,
and even in the uie of the same words and phrases.

"The Open Boat" and The Old Man and the Sea
Inner conflict is emphasized in The Red Badge of
Courage and "The Short Happy Life of Francis Macomber";
outer conflict, by contrast, is focused upon in "The
Open Boat" and The Old Man and the Sea in the theme of
man versus indifferent nature.

From their struggle with

indifferent nature Crane's men in the boat and Hemingway's
Santiago experience a sense of brotherhood and gain
self-knowledge.

Crane and Hemingway express similar

literary philosophies and demonstrate similar writing
techniques in developing the plots of "The Open Boat"
and The Old Man and the Sea.
In "The Open Boat" the theme of man versus indifferent nature is summed up in the following statement:
"If I am going to be drowned--if I am going
to be drowned--if I am going to be drowned,
why in the name of the seven mad gods who
rule the sea was I allowed to come thus far
and comtemplate sand and treesT,31
Early in the story the four shipwrecked men in the dinghy
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recognized their situation and were eager to fight
nature in order to survive.

Each man realized that in

order to survive he must work cooperatively with others
in the dinghy.

Crane writes:

It would be difficult to describe the subtle
brotherhood of men that was here established
on the seas. No one said that it was so.
No one mentioned it. But it dwelt in the
boat, and each man felt it warm him.
(pp. 426-427)
In brotherhood the men worked together toward one goal-to get safely to shore.

While attempting to achieve

this goal, the men felt loneliness and fear and
frustration as they experienced the force of indifferent
nature:
When it occurs to a man that nature does not
regard him as important, and that she feels
she would not maim the universe by disposing
of him, he at first wishes to throw bricks
at the temple, and he hates deeply the fact
that there are no bricks and no temples.
(p. 439)
As the nights and days--three of them--wore on, the
men knew they were alone.

Their survival depended upon

coming "to terms with their situation."

Because the men

experienced and survived (except for the oiler) the
conflict, they gained self-knowledge and insight, which
included understanding the fickleness of that "old
ninny-woman fate" that killed the oiler.

Because of

their new knowledge, they could be "interpreters."
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The Old Man and the Sea also has as its theme man
The conflict is between Santiago and

versus nature.
the sea.
days.

The sea did not bring fish for eighty-four

Joseph Waldmeir, in "Confit-?.or Homineun: Ernest

Hemingway's Religion of Man," thinks that in The Old
Man and the Sea

the conflict is resolved into a struggle
between a man and a force which he scarcely
comprehends, but which he knows that he must
continue to strive against, though knowing
too that the struggle must end in defeat. The
defeat is apparent; however. . . . it becomes
increasingly clear throughout the story that
it is not victory or defeat that matters, but
the struggle itself.32
Because Santiago accepted the challenge of poverty and
of the sea, because he went after the biggest fish and
caught it, his skills as a great fisherman and the
respect of his peers, especially that of the boy, were
retained.

Even though nature partially defeated him,

Santiago had gained an inner confidence, a self-knowledge
through which he experienced an inner peace that enabled
him to dream of the lions.
Like the men

the boat, Santiago established a

brotherhood with his surroundings: the marlin, the birds,
and the sea.

As Santiago talked to and empathized with

the fish, he developed a special feeling toward it.

The

brotherhood helped Santiago keep his perspective during
his battle with poverty, sharks, and the fish itself.
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Thus the main characters of both "The Open Boat"
and The Old Man and the Sea learned self-knowledge
and self-dependence as they confronted and struggled
against indifferent nature.

Waldmeir observes,

A man must depend upon himself alone in
order to assert his manhood, and the assertion of his manhood in the face of insuperable
obstacles, is complete end and justification
of his existence for a Hemingway hero. The
old wan must endure his struggle . . . 33

Santiago is heroic not only because he depends upon
himself, but because he faces his conflict with humility
and courage.

You are killing me, fish, the old man thought.
But you have a right to. Never have I seen
a greater, or more beautiful, or a calmer or
more noble thing than you, brother. Come on
I do not care who kills who.
and kill me.
(p. 92)

After Santiago caught the marlin, Hemingway describes
Santiago as "comfortable but suffering, although he did
not admit the suffering at all" (p. 64).

The men in

Crane's boat, who act as a unit, face the obstacle of
reaching shore with bravery and thoughtfulness.

None

was afraid to die, but each did wonder why he was
allowed to come so far if he was to drown.
Elements of the philosophies of naturalism,
realism, and existentialism are present in "The Open
Boat" and The Old Man and the Sea.

Each man accepted

•
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his situation and made the best of it.

Acceptance in the

stories implies acknowledgment but not understanding.
Why were the men in "The Open Boat" brought so close
to land?

Crane suggests that fate plays a part.

"If I am going to be drowned . . . why . . .
was I allowed to come thus far and contemplate
sand and trees: . . . If this old ninny-woman,
Fate, cannot do better than this, she should
be deprived of the management of men's
fortunes." (pp. 430-431)

Why did Santiago go eighty-four days without a catch?
Hemingway states that Santiag.
of unlucky" (p. 9).

s "salao, the worst form

Because the fate of the men in the

boat and the fate of Santiago are controlled by the sea
and her gifts or punishments, both works are naturalistic.
The stories are also realistic.

"The Open Boat" is

based upon Crane's experience 1.s a correspondent on his
way to Cuba.

His ship, Commodore, sank, and he was in

a life boat in the sea for a number of hours
story had a factual base too.

Hemingway's

According to Baker, The

Old Man and the Sea is a composite of many actual occurrences.

The character of Santiago was based upon a

friend of Hemingway's.

34

The realism of these stories

comes from Crane's and Hemingway's use of their
experiences in the story.
Charles R. Metzger, in "Realistic Devices in Stephen
Crane's 'The Open Boat,'" states that a writer can use
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several devices to make a work seem realistic.

He can

use a narrator, he can use irony, he can present facts
the way they would happen in real life, and he can use
repetition.35

There is a narrator in both "The Open

Boat" and The Old Man and the Sea who lets the reader
know some of the inner feelings of the characters and
presents facts unrecognized by the characters.

The

narrator introduces "The Open Boat" this way:
None of them knew the colour of the sky.
Their eyes glanced level, and were fastened
upon the waves that swept toward them. These
waves were the hue of slate, save for the
tops, which were foaming white, and all of the
men knew the colours of the sea. The horizon
narrowed and widened, and dipped and rose, and
at all times its edge was jagged with waves
that seemed thrust up in points like rocks.
(p. 421)
The narrator in The Old Man and the Sea gives the reader
the following details:
He was an old man who fished alone in a
skiff in the Gulf Stream and he had gone
eighty-four days now without taking a fish.
In the first forty days a boy had been with
him. But after forty days without a fish
the boy's parents had told him that the old
man was now definitely and finally salao
which is the worst form of unlucky, and the
boy had gone at their orders in another boat
which caught three good fish the first week.
(p. 9)
The narrator in his matter-of-fact tone captures the
moment of crisis in the lives of the men.
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Irony, another device to convey realism, abounds in
these two works.

It is ironical that the four men in

"The Open Boat" were mistaken for fishermen.

It is

ironical that the oiler, an experienced and hard working
sailor, drowned.

Some of the irony is humorous.

Why in

the process of trying to stay alive would the cook
think of ham and biscuits and pie?

Why would the corre-

spondent say to Fate, "Just you drown me, now, and then
hear what I call you." (p. 286)?
but real life is often absurd.

The irony is absurd,

It also seems ironical

that Santiago, a man "too simple to wonder when he had
attained humility" (p. 13), would go so far out to get
the big fish to prove to himself and to the boy that he
could still catch fish.

It seems ironical that Santiago,

a man of little religion, would turn to God for help in
time of need.
Reality can also be produced by showing progression
of thought and action.

In presenting facts as seen by

his characters, Crane reveals only a little bit at a time.
Metzger states:
In the scene where the correspondent (who is
rowing) sees the shark, the word shark is
not used until after the evidence that would
lead a person to conclude that he has seen
and heard a shark has been presented: the
correspondent is described as hearing the
tearing sound (of the shark's fin cutting the
surface of the water), as seeing the
phosphorescent flash, as seeing the fin itself. All of these events are described and
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repeated before the word shark is
Introduced.36
In The Old Man and the Sea Hemingway makes the reader
aware that the shark will destroy the fish by telling
in stages Santiago's preparation for the shark's hit.
When the old man saw him coming he knew
that this was a shark that had no fear at
all and would do exactly what he wished. He
prepared the harpoon and made the rope fast
while he watched the shark come on. . . .
He took one look at the great fish as he
watched the shark close in. It might as well
have been a dream, he thought. I cannot keep
him from hitting me but maybe I can get him.
The shark closed fast astern and when he
hit the fish the old man saw his mouth open
and his strange eyes and the clicking chop
of the teeth as he drove forward in the meat
just above the tail. (p. 101)
Crane uses the word thing several times in reference to
the shark before he actually names the shark.
But the thing did not leave the vicinity of
the boat. . . . The speed and power of the
thing was greatly to be admired. . . . The
presence of this biding thing did not affect
the man with the same horror as it would if
he had been a picnicker. . . . Nevertheless,
it is true that he did not wish to be alone
with the thing. (pp. 438-439)
Hemingway in his story repeats the description of the
shark's determination to suggest something distasteful.
In Crane's story the repetition of the word thing
connotes something distasteful and fearful.
Existential pessimism is a natural thought in the
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conflict against indifferent nature.

The men in "The

Open Boat" and Santiago in The Old Man and the Sea
are existentialists.

Peter Buitenhuis, in "The

Essentials of Life: 'The Open Boat' as Existentialist
Fiction" states that the correspondent in interpreting
his experiences transcends the limits of naturalism and
"makes

he kind of affirmation that is familiar to

Camus and other existentialist writers.

37

William

Bysshe Stein, in "'The Open Boat' and the Absurd," states
that "Crane's dark view of existence is like the Weltnacht
of modern existentialism" and that "it controls his
38
vision of human destiny."

He feels that the men in the

boat try
to justify their survival in the struggle
against the sea, but the value categories
of their culture fail to serve them in their
predicament. The idealistic virtues of
bravery, fortitude, and integrity possess
no meaning in a universe that denies the
importance of man. . . .
Man cannot construct a rational picture
of the world out of his own existence. He
knows only that he is the victim of forces
beyond his control, that he suffers without
apparent justification, that he confronts the
reality of nothingness.39

Because of these existential feelings, the men see a
cold, indifferent N,,orld as represented by the high
distant star and the wind-tower.

However, the

existential nothingness, the nada, of Hemingway's "A
Clean, Well-Lighted Place" is not experienced.

The men

in the boat feel that they are brothers, and they work
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together to overcome fear.

After the experience at sea,

the men are individuals and individually interpret the
meaning of brotherhood in survival against nature.
Santiago is also a victim of forces beyond his
control.

He is unlucky.

According to Killinger,

40
Santiago is an "existentialist in the grand style."
What does this mean?

Killinger states the three

premises of existentialism as follows:
The attempt of all existentialism has been
to establish the separate identity of the
individual.
Every man faces the choice of being a
genuine individual or of being just part of
the crowd.
In this world, where a man can thus choose
to be himself or to remain anonymous, good
and evil become mere qualities of the way of
life which the individual chooses.41
Santiago had established his identity, and he now chose
to fish alone and to face death and defeat in a simple
way.

What caused him to be defeated?

too far out" (p. 120).

Simply "I went

Santiago chose to go far out; he

chose to fish alone; he chose to be himself.

He went

alone, suffered alone, but in his isolation, he did not
feel nada.

He was never completely lonely.

the fish, and the fowl were his brothers.

The sea,

Because he

was not overwhelmed by nada, Santiago could dream of the
lions, which reminded him of his youth and which,
42
according to Baker, gave him strength and courage.
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The men in the boat and the old man used their free
will to choose.
sea

The men in the boat could have let the

overpower them, but they chose to try to overcome

indifferent nature.

Killinger in paraphrasing Sarte'e

concept of existential choice explains the idea of
choice in "The Open Boat":
A man was poised on the brink of a cliff,
looking down into a dizzying abyss.
Suddenly he realizes with penetrating insight
that he is free to fall upon the rocks below
and perish, or, by carefully choosing his way,
to go on living. These are his possibilities.
At the moment, they are equally balanced, and
he takes to himself the Godlike attribute of
self-determination: that possibility will
prevail to which he lends his support. The
realization comes as a cathartic experience
opening up the whole of life to the same
vital question of existence. He is free to
be or not to be.43
The men in the boat are poised in the sea; they are
presented with a choice: to be overcome by the sea
to struggle against it in an effort to live.

Or

By

choosing to struggle against the sea, they recognize
their existence; therefore, they choose to be.

Even

though the oiler died in the process of struggling, as
he, a member of the brotherhood, had chosen to be.
Not only do "The Open Boat" and The Old Man and the
Sea have similar conflicts and underlying philosophies,
but Young, as noted earlier, believes that "The Open
Boat" at times sounds as if Hemingway had written it.
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Young believes it has the same flatness, terse and
unliterary tones, and repetitions that are used by
Hemingway.

Young cites the following passage as an

example:

. . . the cook and the correspondent argued
as to the difference between a life-saving
station and a house of refuge. The cook had
said: There is a house of refuge just north of
Mosquito Inlet Light, and as soca as they see
us they'll come off in their boat and pick us
up."
-As soon as who see us?" said the correspondent.
"The crew," said the cook.
"Houses of refuge don't have crews," said
the correspondent. "As I understand them,
they are only places where clothes and grub
are stored for the benefit of shipwrecked
people. They don't carry crews."
"Oh. yes, they do," said the cook.
"No, they don't," said the correspondent
"Well," said the cook, "perhaps it's not
a house oi refuge that I'm thinking of as
being near Mosquito Inlet Light: perhaps it's
a life-saving station."
"We're not there yet," said the oiler in
the stern.44

The following conversation between Santiago and the boy
shows the same flatness, terse and unliterary tone, and
repetitions.

"Santiago," the boy said.
"Yes," the old man said. He was holding
his glass and thinking of many years ago.
"Can I go out to get sardines for you
for tomorrow?"
"No. Go and play baseball. I can still
row and Rogelio will throw the net."
"I would like to go. If I cannot fish with
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you, I would like to serve in some way."
• • •
"If you were my boy I'd take you out and
gamble," he said. "But you are your father's
and your mother's and you are in a lucky
boat "
"May I get the sardines? I know where I
can get four baits too."
I put the.1
"I have mine left from today.
in salt in the box."
"Let me get four fresh ones."
"One," the old man said. His hope and
his confidence had never gone. But now they
were freshening as when the breeze rises.
"Two," the boy said.
"Two." the old man agreed. "You didn't
steal them." (pp. 12-13)
Description and imagery are skillfully used in both
stories to make the reader feel he is an observer.
From "The Open Boat" come the following descriptions:
In the wan light the faces of the men must
have been grey. Their eyes must have glinted
in strange ways as they gazed steadily astern.
(p. 423)
On the distant dunes were set many little
black cottages, and a tall white windmill
reared above them. No man, nor dog, nor
bicycle appeared on the beach. The cottages
might have formed a deserted village. (p. 442)
Santiago's portrait by Hemingway is simple, yet
beautiful:
The old man was thin and gaunt with deep
wrinkles in the back of his neck. The brown
blotches of the benevolent skin cancer
the sun brings from its reflection of the
tropic sea were on his cheeks. The blotches
ran well down the sides of his face and his
hands had deep-creased scars from handling
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heavy fish on cords. But none of these scars
were fresh. They were as old as erosions in
a fishless desert. (pp. 9-10)

Hemingway's description of the marlin

is in simple

straight lines:

He came out unendingly and water poured from
his sides. He was bright in the sun and his
head and back were dark purple and in the
sun the stripes on his sides showed wide and
a bright lavender. His sword was as long as a
baseball bat and tapered like a rapier and he
rose his full length from the water and then
re-entered it, smoothly, like a diver and
the old man saw the great scythe-blade of his
tail go under and the line commenced to race
out. (pp. 62-63)

Metaphors and similes abound in both of these works.
What follows is only a small sample of imagery from
each work.

Santiago in The Old Man and the Sea feels

very close to the stars and the fish.

"I am as clear as

the stars that are my brothers" (p. 77).
feel the fish, he thought.

"I wish I could

He is my brother" (p. 59).

Once more Santiago refers to the brotherhood between the
fish and him: "There are three things that are brothers:
the fish and my two hands" (p. 64).

Hemingway describes

the sky thus:
[Santiago] looked at the sky and saw the
white cumulus built like friendly piles of
ice cream and high above were the thin
feathers of the cirrus against the September
sky. (p. 61)
In "The Open Boat" the boat is vividly compared to a
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bathtub.

This comparison helps the reader understand

the precarious position of the men.

"Many a man ought

to have a bathtub larger than the boat which here rode
upon the sea" (p. 421).

"A seat in his boat was not

unlike a seat upon a broncho, and by the same token is
not much smaller" (p. 422).

The unseen fate is described

as a raging mountain cat.
The movement of the sea in both stories plays a
part in achieving over all unity.

The fluctuating moods

of the men in the boat and Santiago are represented in
the waves and movements of the sea.

The rough movement

of the sea in "The Open Boat- creates a dangerous
situation for the men, and it describes their moods.
As the sea moves up and down so do the men's spirits
fluctuate.

There was the time the four men saw the

lighthouse; they felt that the people on shore would come
to their rescue.

In celebration of anticipated rescue,

the men drank some water and smoked a cigar.

When no

people appeared on shore, the men decided that rescue
was not imminent.

They became depressed.

Shortly after

that incident the four men were seen by a man on shore.
He waved his coat and called to other people on shore.
Again the men in the boat had high hopes of rescue, but
once more the hopes were in vain.

There was a time when

the dinghy rode on the tops of the waves, and the men
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could see the shore.

They were in an exuberant mood and

were filled with hope; however, the dinghy didn't make
it to shore and their hopes were dashed.
The sea in The Old Man and the Sea, not as rough as
the sea in "The Open Boat," represents Santiago's
feelings, which remained rather optimistic.
his job and he performed with great skill.

He knew
Santiago at

times felt discouragement, but he knew he was not beaten.
When the sea breezes began to blow and the boat changed
its speed, Santiago's mood began to change, but his
moods were not to extremes.

The rather stable sea de-

scribes Santiago's stoic acceptance of his situation.
Because both Crane and Hemingway used the sea movement
in these two stories to depict fluctuations in the moods
of the characters, another affinity is observed.
Once again the affinity between Crane and Hemingway
is apparent.

Crane and Hemingway in "The Open Boat"

and The Old Man and the Sea develop the theme of
violence, or man versus nature, naturalistically,
realistically, and existentially, and many of the writing
techniques used by Crane and Hemingway in the two stories
are similar.

Summary

In the lives and works of Stephen Crane and Ernest
Hemingway numerous affinities are apparent.

Their sim-

ila2 experiences influenced their literary credos and
their choice of theme and its treatment in their works.
As children both Crane and Hemingway knew the
influence of religious parents, and as young adults they
shocked their religious families by rebelling against
the p2incip1es with which they had been raised.

As

teenagers Crane and Hemingway became newspaper reporters
and used their early newspaper careers as an opportunity
to develop their writing skills and to broaden their
experiences and observations.

Both Crane and Hemingway

believed life was filled with violence and conflict.
Traveling and reporting for newspapers gave both of them
an opportunity to observe man in a state of conflict
that confirmed their views.

Crane's and HemiAgway's

parallel life styles and corresponding views of man's
existence go a long way to explain the affinities in
their works.
The literary credos of Crane and Hemingway were
similar.

The two writers believed that an author is

obligated to present a story in as simple, direct, and
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truthful a manner as possible and that a story should
be based upon the writer's expefiences and observations.
By employing various writing techuiques such as short
sentences, repetition, dialogue, dialect, imagery, and
irony, Crane and Hemingway created stories that
presented truth realistically.

Out of their own

experiences and observations, both Crane and Hemingway
wrote vivid, impressionistic descriptions of places,
people, and their emotions.

Both the Crane hero and

the Hemingway hero are often embodiments of their
creators in spirit and action.
The affinity between Crane and Hemingway is further
strengthened by their common choice of theme--man versus
violence in nature, society, or war.

Crane developed a

special type of cir)racter who faced violence and adversity
with courage or controlled panic and who through this
experience gained self-knowledge and, in some instances,
an inner peace.

The Hemingway hero parallels the Crane

hero by stoically facing violence or adversity and
finding an inner peace after the initiation and test.
Crane and Hemingway characters frequently appear in
naturalistic or deterministic situations in which they
can control only the nature of their response to
things as they are.

Their characters often behave as

existentialists within the limitations of their
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naturalistic situations.

The history of the times in

which both Crane and Hemingway lived produced examples
of alientated man.

Crane observed change as a result of

the Civil War, the rise of industrialization, and the
influence of new scientific thinking.

Hemingway, a

member of the Lost Generation, also observed old habits
and conventions being broken down as a result of World
War I.

Often the Crane or Hemingway character feels

hopelessness and frustration during the action, or test,
but once he emerges with a clearer view of himself and
of life, he is a different man, an "interpreter" even.
Affinities in Crane's and Hemingway's lives,
literary credos, and works reward a close examination.
The evaluation of the affinities leads to a better understanding and appreciation of both writers, their
relationship, and their place in American literature.
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